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FRANCOIS DELSARTE. 



Fnuifob Debarte m-as bom November ii, 1811, at 
Soleme, A little town of the Department of the North, in 
France. H» Daher, who was a renowned ph)rsictan ami 
the aothor of several inventions, might have secured a 
Ibctvne for his (amilx. had he been more anxious for the 
morrow, but he died in a state bordering upon poverty. 

In i8ss, Fran^obwas apprenticed to a porcelain fminter 
of Paris* but, yielding to a taste and aptitude for music, in 
the year 1835, he sought and olKained admission to the 
Conier\*atory as a pensioner. Here a great trial awaited 
him— a trial which wrecked his musical career, but was a 
decided gain for his genius. He had licen placed in the 
^rocal claawH, and in consequence of faults in method and 
directio*>, he lost his voire. He was inconsolable, but, 
wnhout making light of his sorrow, we may count that 
loss happy, which gave the world its first law.giver in the 
art oi* oratory. 

The young student refused to accept this calamity 
without making one final efibrt to retrieve iL He pre- 
aeaicd himself at the musical contest of 1829. His im- 
p«f«d voice rendered success impossible, but kind words 
bom influential friends in a great measure compensated 
ton defeat 

The celebrated Nourrit said to Him : ** I have given jrou 
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my voce for the first prize, and my children shall have no 
nnging.master but you*** 

** Couraget** naid Madame Maliliran, prening his hand. 
** You will one day lie a great artist** 

Bm Ddsarte knew that without a voice he must re- 
nounce the stage, and yielding to the inevitable, he gave 
ii|f the rule of the actor to aiwume the functions of the 
|irole«ior. After his own shipwreck upon a bark without 
|Hlot Of comfiasei, he summoncti up courage to search into 
ihe laws of an nrt which had hitherto subsisteil only upon 
cafirice and [icrsonal inspiration. 

After mr%cral years of diligent study, he discovered and 
farmuUi:eJ the e.;:^*ntial laws of all art; and, thanks to 
him« a>lhctic science in our day has the same precision 
£s mathematical science. He had numerous pupils 
many of whom have l)ecome tlistinguished in various 
pvblic careers — in the pulpit, at the bar, on the suge, and 
at the trilnine. 

Matlame Sontag, when she wishe«l to interpret Gluck's 
music^ chose Delsartc for her teacher. Rachel drew 
ins|>iration from his counsels, and he became her guardian 
•»f the sacred fire. He was urgenUy solicited to appear 
wi^h her at the llieatre-Fran^ais, but religious scruples 
le«l him to refuse the fmest offers. 

Madame de Giradin (Delphine Oay), sumamed the 
Muse of her countr>', welcomed him gladly to her salon, 
then the ren<lexvous of tlie world of art and letters, and 
regretted not seeing him oftei>er. He was more than 
once invited to the literary sessions of Juilly college, and, 
wider the spell of his diction, the pupils became animated 
by a new ardor for stu<ly. 

Monseigneur Silx>ur had great esteem and affection for 
IMsarte, and made him his frequent guest. It was in 
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the salon of this art-loving archbishop that Delsartc 
achieved one of his most brilliant triumplis. All the 
notable men of science had gathered there, and tlie con- 
versation took such a turn that Delsarte found o]>|>ortu- 
nity to give, without offence, a challenge in these two 
lines t>f Racine : 

Panni dts/tots iPiitiMn\ im woiistrt/iiriciix, 

(**The n*ave draws near, it breaks, and casts licfore our eyes, 
Ami«l the floods of foam, a monster grim an<l dire.") 

'* IMcnse tell nic the most emphatic and significant 
word hero,'* said Delsarte. 

All reflected, sought out and then gave, each in tum« 
his chosen wonl. Every wonl was selected save the con- 
junction rf (and). No one thought of that. 

Delsarte then rose, and in a calm and mo<lest, but 
triumphant tone, said: **The significant, emphatic wonl 
is the only one which has esca])ed you. It is the con- 
junction and^ whose elliptic sense leaves us in ajipre- 
hension of that which is alx>ut fo hapjien." All owned 
themselves vanquished, and applauded the triumphant 
artist. 

1 )onoso Cortes made Delsarte a chosen confidant of 
his ideas, (^ne day, when the great master of oratorical 
diction had recited to him the Dies Ine^ the illustrious 
philosopher, in an access of religious emotion, l>egge<l 
that this hymn might be chanted at his funeral. Delsarte 
promised it, and he kept his word. 

When invited to the court of I.ouis Philippe, he re- 
plied : '* I am not a court buffoon." When a generous 
compensation was hinted at, he answered : *' I do not sell 
my loves."* When it was urge<l that the occasion was a 
birth-day fSte to be given his father by the Duke of 



ri BIOGRAPHICAL. 

Orkaittt he aoceplcd the iniritation upon three con- 
clitiofiiit that staled by himself: ^ ist I shall be the only 
Mugger; td. I ihall have no accompaniment Ihii the 
opera chorui; 3d. 1 shall lecetve no compensation.'* 
llie conditions were assented to* and Delsarte suqiassed 
kiimclf The king |>aid him such marked attentions that 
M. Ingres lek constrained to say : '* One might declare in 
irath that it is IMsorte who is king of France." 

I>elsarte*s reputation had |>as!«ctl the frontier. The 
king o( Hanover committed to hii instruction the greatest 
musical artiste of his realm* and was so gratified with her 
■n pro ve m ent that, wishing to recomfiense the professor, 
he sent htm the much |irized Hanoverian medal of arts 
and sciences, accompanied by a letter from his own royal 
KaniL l>elsarte nftcrwnnls received from the same king 
the cross of a l*hevalicr of the (tuclph order. 

l>eUarte*s autlitors were not the only ones to sound 
his praines. 'llie learned reviews extolled his merits. 
Such writers as laurentie, Riancey, l«amartine and 
Gautier awarded him the most enthusiastic 
Posterity will |)eq>etuate his fame. 

M. I.aurentie writes: **I heard Delsarte recite one 
evening ^i^igrmUs Drtam^ which the audience had 
l^90ttght of him. The hall remained thrilled and breath. 
less under this impaired and jret sovereign voice. All 
yiekleil in rafit astonishment to the si^ell. 'lliere wa5i no 
fwestige, no theatrical illusion. Iphigcnia was a professor 
in a black frock coat ; the orchestra was a piano, giving 
Ibrth here and there an unexpected nnxlulation. I1iis 
waft his whole force ; yet the hall was mute, hearts beat, 
tears flowed from many ejres, and when the recital ended, 
enthusiastic shouts arose, as if Iphigenia in person had 
jn^ recounted her terrors. 
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After Delsarte had gathered so abundant a hanest 
of laurels fate decided that he had lived long enough. 
When he hnti reached his sixtieth year, he was attacked 
by hy|)ertrophy of the heart, which left his rich organisa- 
tion in ruins. He was no longer the artist of graceful, 
supple, expressive and harmonious movements ; no longer 
the thinker with profound and luminous ideas. But in the 
midst of this physical an<l intellectual ruin, the Christian 
sentiment retaineil its strong, sweet energy. A lieliever in 
;he sacraments which he had received in days of health, 
he asked for them in the hour of danger, and many times 
he iKirtook of that sacrament of love whose virtue he had 
taught so well. 

Finally, after having lingered for months in a state 
that was neither life nor death, surrounded by his pious 
wife, and his weeping, ])raying children, he rendered his 
soul to CfO<l on the 20th of July, 1871. 

l>elsarte never could be ])ersuadcd to write anything 
u|>on themes foreign to those connected with his musical 
and vocal work. The author of this volume desires to 
save from oblivion the most wonderful conception of this 
.su|>erior intellect : his Course of ^'Esthetic Oratory, He 
dares promise to be a faithful inteq>reter. If excuse be 
needed for undertaking a task so delicate, he replies that 
he addresses himself to a class of readers who ^inll know 
how to appreciate his motives. 

The merit of Delsarte, the honor of his family, the 
gratification of his numerous friends, the interests of 
science, the claims of friendship, demand that this light 
should not be left under a bushel, but placed upon a 
candlestick — this light which has shed so brilliant a glow, 
and enriched the arts with a new splendor. 




PREFACE. 



Orators, you are called to the ministry of speech. You 
have iixed your choice u|M)n'the pulpit, the bar, the tri- 
bune or the stage. * Vou will become one «lay, preacher, 
a«lvocate, lecturer or actor ; in short, you desire to em- 
brace the orator*s career. 1 applau<l your design. You 
will enter upon the noblest and most glorious of voca- 
tions. Eloquence holds the first rank among the artv. 
While we award praise and glory to great musicians and 
painters, to great masters of sculpture and architecture, 
the prize of honor is decree<l to great orators. 

Who can define the omni|>otence of s|)eech ? With a 
few brief words God called the universe from nothing- 
nests ; speech falling from (he glowing li|>s of the Apostles, 
has changed the face of the earth. 'Hie current of opin- 
ion follows the prestige of s|)eech, and to-day, as ever, 
eloquence is universal queen. Wc need feci no suqmsc 
that, in ancient times, the multitude uncovered as Cicero 
approached, and cried : '* Behold the orator ! " 

Would you have your speech l>ear fruit and command 
honor ? Two qualities are needful : virtue and a knowU 
edge of the art of oratory. Cicero has defined the ora- 
tor as a good man of worth : Vir bonus ^ dicendi peritHS. 

Then, above all, the orator should be a man of worth. 
Such a man will make it his pur]>ose to do good ; nnd the 
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food it the true end of oratorical art. In truth, m-hat is 
aft ? Art it the expremon of the beautiful in ideas ; it is 
the tr«e. PUto says the beautiful is the splendor of the 



What is art ? It is the beautiful in action. It is the 
fOOtL According to St Augustine, the beautiful is the 
lmmt€ oi the good. 

FinaUy, what is art ? It is the beautiful in the harmo- 
nies of nature. Galen, when he had finished his work 
OS the structure of the human body, exclaimed : '* Behold 
beautifid hymn to the glory of the Creator ! ** 

What, then, is the true, the beautiful, the good ? Wc 
answer, it is God. Then virtue and the glory of 
God should be the one end of the orator, of the good 
■Ma* A true artist never denies God. 

Ekkfuence is a means, not an end. We must not love 
aft far its own sake, that would be idolatry. Art gives 
vings far ascent to God. One need not pause to con- 
H anil ill his wings. 

Art is an instrument, but not an instrument of vanity 
or oompbisance. Truth, alas 1 compels us to admit that 
doquence has also the mdancholy power of corrupting 
MMtk. Since it is an art, it is also a power which must 
pfodoce its effect for good or evil. 

It has been said that the fool always finds a greater 
feol 10 listen to him. We might add that the false, the 
ugly and the vicious have each a fibre in the human heart 
to aenre their purpose. Then let the true orator, the good 
wmtk, armed with holy eloquence, seek to paralyie the 
iilal infioence of thone orators jrho are apostles of false- 
hood and corruption. 

Poets are bom, orators are made : maicuHinr p^ekt^ Jimni 
You understand why 1 have engravetl this max- 
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im on the title-page of my work. It contains it.$ raisifn 
d*ktn^ its justification. Men are i>oets at birth, but elo- 
quence is an art to be taught and leameil. All art pre- 
supposes rules, procedures, a mechanism, a method which 
must be known. 

We bring more or less aptitude, to the study of an art, 
but every profession demands a period more or less pro-' 
longed. We must not count upon natural advantages; 
none are perfect by nature. Humanity is crippled ; beaut/ 
exists only in fragments. Perfect beauty is nowhere ta 
Ik; found ; the artist must create it by synthetic work. 

You have a fine voice, but be certain it has its defects. 
Your articulation is vicious, and the gestures u]M>n which 
you pride yourself, are, in most cases, unnatural. Do not 
rely upon the fire of momentary inspiration. Nothing is 
more deceptive. 'l*he great Garrick said : '* 1 do not de- 
pend upon that inspiration which idle meiliocrity awaitN.** 
Talma declared that he absolutely calculatetl all effects, 
leaving nothing to chance. While he recited the scene 
between Augustus and Cinna, he was also |)erforming an 
arithmetical operation. When he said : 

" Take s chair, Cinna, and in everything 
Closely observe the law I bkl you heed '*^ 

• 

he made his audience shudder. 

llie orator should not even think of what he is doing. 
The thing should have been so much studied, that all 
wouki seem to flow of itself from the fountain. 

But where find this square, this intellectual compaM, 
that traces for us with mathematical precision, that line of 
gestures beyond which the orator must not pass ? I have 
sought it for a long time, but in vain. Here and tliere 
one meets with advice, sometimes good but very often 
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bfltoL For cxain|ilc, you are told that the greater the 
emotion, the stronger should be the voice. Nothing i.<i 
mofc falne. In violent emotion the heart seemn to iill the 
larynx and the voice is stifled. In all such counsels it 
behooves ns to search out their foundation, the reason 
that it in them, to ask if there is a tyiie in nature which 
serves as their measure. 

We hear a celeoratcd orator. We •seek to recall, to 
imitate his inAections and gcsturen. We adopt his man- 
ncrimiSv and that is all. Wo hco thc:«e mannerisms every- 
where, but Che true iy\H: is nowhere. 

After much unavailing search, I at last had the good 
Ibrtene to meet a genuine master of elo<|uence. After 
giving much study to tiie masteri>ieces of painting and 
sad|itttre, after observing the living man in all his moods 
and expressions, he has known how to sum up these 
details ami rtnluce them to laws. 'i*hi.H great artist, this 
wirivaleil master, was the pious, the amiable, the lamented 
llebarte. 

Thcfe certainly m-as pleasure an«l ]>rofit in hearing this 
nuttter of eloquence, for he cxcellctl in ap]>lying his prin« 
ciples to himself. Still fn)m his tcxichings, even from the 
dead letter of them, breaks forth a light which reveals 
hcmxons hitlierto unknown. 

lliis work might have Inx'n entitle«l: PhiUs^/^ky i^f 
Ormhrk^i Ari^ for one cannot treat of eloquence without 
entering the domain of the highest philosophy. 

^Vhat, in fact, is oratorical art? It is the means of 
expfcssing the phenomena of the soul by the play of the 
organs. It is the sum total of rules and laws resulting 
from the reciprocal action of min«l ami l»ody. Thus man 
must lie consideretl in his sensitive, intellettual an«l moral 
fstate, with the play of the organs correM|K>nding to these 
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states. Our teaching has, then, for its basis the science of 
the soul ministered to by the organs. Hiis is why we 
present the fixed, mvariable rules which have their sanc- 
tion in philosophy. This can be rendered plain by an 
exftosition of our method* 

The art of oratory, we repeat, is expressing mental 
phenomena by the play of the physical organs. It is the 
translation, the plastic form, the language of human 
nature. But man, the image of God, presents himself to 
us in three phases : the sensitive, intellectual and moral. 
Man feels, thinks and loves. He is en rapport with the 
physical world, with the spiritual world, and with God. 
He fulfils his course by the light of the senses, the reason, 
or the light of grace. 

We call life the sensitive state, mind the intellectual 
state, and soul the moral state. Neither of these three 
terms can l)e separated from tlie two others. llKy inter- 
l>enetratc, interlace, correspond with and embrace each 
other, 'llius mind supi)oscs soul and life. Soul is at the 
same time mind and life. In fine, life is inherent in miml 
and soul. Thus these three primitive moods of the soul 
are distinguished by nine i>erfectly adequate terms. The 
soul being the form of the body, the body b made in the 
image of the soul. The human body contains three 
organisms to translate the triple form of the soul. 

The phonetic machinery, the voice, sound, inflections, 
are living language. The child, as yet devoid of intelli- 
gence and sentiment, conveys his emotions through cries 
and moans. 

The myologic or muscular nuichinery, or gesture, is the 
language of sentiment and emotion. When the child 
recognizes its mother, it begins to smile. 
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Ilttf buccal machinery, or articulate speecti, is the lan- 
guage ci the miikL 

Man, neither by voice nor genture, can exprest two 
ct|i|ioiute ideas on the same Hubject; this necessarily 
inirolires a lesort to speech. Human language is com- 
|iosed oi gesture, speech and singing. 'i1ie ancient melo- 
drama owed iu excellence to a union of these three lan- 



Kach of these organisms takes the eccentric, concen- 
tric, or normal form, according to the diilerent moods of 
the soul which it U called to translate. 

In the sensitive state, the soul lives outsiflc itself ; it has 
relations with the exterior moricl. In the intcHcttual state, 
the soul turns back u|ion itself, ami the organism obeys 
this movement, 'llien ensues a contraction in all the 
agents of the organUm. 'Iliis is the concentric state. In 
the moral or m>'stic state, the soul, enraptua*(l with (*od, 
enjoys perfet^t tran«|uility ami l>leitsednesH. .Ml breathes 
peace, quietude, serenity. 'I1iis Is the normal state, — 
the most perfect, elevatetl and sublime expression of 
which the organism is ca|iable. 

1^ us not forget that by reason of a constant transition, 
each state borrows the form of its kindretl state. 'Ilius 
the normal state can take the concentric and eccentric 
finrm, ami liecome at the sanK* time, doubly normal ; that 
w^ normal to the highest degree. Since each state can 
take the form of the two others, the result is nine distinct 
prrstures, which form that marvelous accord of nine, 
which we call the universal criterion. 

In line, here is the grand law of organic g>'mnastics : 

'llie tri|ile mo\'ement, the triple language of the organs 
is etx-entric, coiK:entnc or normal, according as it is the 
expcession of Hfe, soul or sfNrit. 
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Under the influence, the occult inspiration of this law, 
the great masten have enriched the world with miracles 
of art. Aided by this law the course followed in this 
work, may be easily understood. 

Since eloc|uence is com|Kised of three kinguagos, we 
divide this work into three books in which voice, gesture 
and s|jeech are studied by turns. Then, applying to them 
> the great law of art, our task is accomplished. 

'I1ie advantages of this method are easily understood. 
Hiere is given a ty|>e of expression not taken from the 
individual, but from human nature synthetixcil. Thus 
the student m-ill not have the humiliation of l>eing the 
slave or a|ie of any particular master. He will be only 
himself. Those who assimilate their im))erfect natures to 
the perfect type will become orators. Fiunt Omiores, 

Sjccess having attemled the iirst efforts, let the would- 
l>e orator assimilate these rules, and his |>ower will be 
tloubledy aye increased a hundredfold. And thus having 
liecome an orator, a man of principle, who knows how 
to speak well, he will aid in the triumph of religion, jus- 
tice and virtue. 
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CHAPTER I 



PRELIMINARY IDEAS — CRITERION OF THE ORA- 
TORICAL ART. 

Let US note an incontestable fact. The science 
of the Art of Oratory has not yet been tau^^hL 
Hitherto genius alone, and not science, has made 
great orators. Horace, Quintilian and Cicero among 
tlie ancients, and numerous modern writers have 
treated of oratory as an art We admire their writ- 
ings, but this is not science ; here we seek in vain 
the fundamental laws whence their teachings pro- 
ceed. There is no science without principles which 
give a reason for its facts. Hence to teach and to 
learn the art of oratory, it is necessary : 

1. To understand the general law which controls 
the movements of the organs ; ' 

2. To apply this general law to the movements 
of each particular organ ; 

3. To understand the meaning of the form of 
each of these movements ; 
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4. To adapt Uii:! meaning to each of the diflferent 
states of the soul. 

The fundamental law* whose stamp every one of 
these organs bears, must be kept carefully in mind. 
Here b the formula : 

The sensitive, mental and moral state of num are 
rendered by the eccentric, concentric or normal 
form of the organism.^ 

Such is the first and greatest law. There is a 
•econd law, which proceeds from the first and is 
similar to it : 

Each form of tlie organism becomes triple by 
borrowing the form of the two others. 

It is in the application of these two laws that the 
entire practice of the art of oratory consists. Here, 
dien, is a science, for we possess a criterion *wtth 
which all phenomena must agree, and which none 
can gainsay. This criterion, composed of our 
double formula, we represent in a chart, whose ex- 
planation must be carefully studied. 

The three primitive forms or genera which affect 
the organs are represented by the three transverse 
lines. 



i 

I 



s 



CRITERION OF ORATORY. 



5 



GENUS. 


SPEaES. 


1 


3 


a 


II. Cone 


r i-II 
( EocConc 


3-n 

Iv orai« CoiiCi 


S.II 

Cone Cone 

- . _ . 

t.III 
Cone Nohn. 

a-I 
Cone. Kcc. 


Ill* Norm*... 


r i-III 
1 EocNorm. 


3-111 
Nonn. NcMrm. 

3-1 
NcMrm. I'lcc 


I. Kcc 


I EocEcc. 



The subdivision of the three genera into nine spe- 
cies is noted in the three perpendicular columns. 

Under the title Gcmus we shall use the Roman 
numerals I» III, II. 

Under the title Siccus we employ the Arabic 
figures I, 3, 2. 

I designates the eccentric form, II the concentric 
form. III the normal form. 

The Arabic figures have the same signification. 

The normal form, either in the genus or the spe- 
cies, we place in the middle column, because it 
serves as a bond of union between the two others, 
as the moral state is the connecting link between 
the intellectual and vital states. 
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Thus tlie first law relative to the primitive for 
of the organs is applied in the three transverse c 
umns. and the second law relative to their co 
pound forms is reproduced in the three verti< 
columns. 

As may be easily proven, the eccentric ger 
produces three species of eccentric forms, mark 
in the three divisions of the lower transverse colun 

Since the figure i represents the eccentric for 
1*1 will designate the form of the highest degree 
eccentricity, which we call ecctHtro-tcctntrie. 

Since the figure 3 represents the normal for 
the numbers 3-I will indicate the narmo-tccent 
form. 

Since the figure 2 designates the form whi 
translates intelligence, the figures 2-I indicate t 
cmutm irp ttttn irU form as a secies. As the spec 
proceeds from the genus, we begin by naming t 
species in order to bring it back to the gem 
Thus, in the column of the eccentric genus t 
figure 1 is placed after the numbers j and 2, whi 
belong to the species. We must apply the sai 
analjfsis to the transverse column of the nom 
genus, as also to that of the concentric genus. 

Following a diagonal from the bottom to the t 
and from left to right we meet the most express! 
form <if the species, whether eccentric, normal 
coocentric marked by the figures i*I, 3-III, 2-! 
and by the abbreviation?! Ece.^tcc. (Eccentr^^a 
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(Concetttro-coneeutric). It is curious to remark 
how upon this diagonal the oi^^ic manifestations 
corresponding to the soul, that is to love, are found 
in the midst, to link the expressive forms of life and 
mind. 

This chart sums up all the essential forms which 
can affect the organism. This is a universal alge- 
braic formula, by which we can solve all organic 
problems. We apply it to the hand, to the shoul- 
der, to the eyes, to the voice — in a word, to all the 
agents of oratorical language. For example, it suf- 
fices to know the ccccntro^ccepitric form of the hand, 
of the eyes ; and we reserve it for the appropriate 
occasion. 

All the figures accompanying the text of this 
work are only reproductions of this chart affected 
by such or such a particular organ. A knowledge 
of this criterion gives to our studies not only sim- 
plicity, clearness and facility, but also mathematical 
precision. 

In proposing the accord of nine formed by the 
figure 3 multiplied into itself, it must be understood 
that we give the most elementary, most usual and 
least complicated terms. Through natural and suc- 
cessive subdivisions we can arrive at 8i terms. 
Thus multiply 9 by 3 ; the number 27 gives an 
accord of 27 terms, which can again be multiplied 
by 3 to reach 81. Or rather let us multiply 9 by 9, 
and we in like manner obtain 81 terms, which be- 
come the end of the series. This is the alpha and 
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CNnega of all human science. Hhc usque venus^ ei 
M €9mfrimge$ iumenUs Jlucius iuos, ("Thus far 
shah thoo come, and here shall thy proud waves 
be sU^ed.**) 

It is well to remark that this criterion b applied 
to all possible phenomenat both in the arts and 
sciences. This is reason, universal synthesis. All 
phenomena, spiritual as well as material, must be 
considered under three or nine aspects, or not be 
understood. Three genera and nine species ; three 
and nine in everything and everywhere ; three and 
nine, diese are the notes echoed by all beings. 
We do not fear to affirm that this criterion is divine, 
since it conforms to the nature of beings. Then, 
with this compass in hand, let us explore the vast 
field of oratorical art, and bq^in with thi^ voice. 

KorBTOTMB SnrDBNT.— Do Ml fo on wldmu a perfect sader* 
ifrfhif of AknpkitinsofOwcrll«fas>sswsilosdieiporitioa 
of osr MteA wUdi ckm the 




u^ 



CHAPTER II. 

OF THE VOICE. 

The whole secret of captivating an audience by 
the charms of tlie voice, consists in a practical 
knowledge of the laws of sound, inflection, respira- 
tion and silence. The voice first manifests itself 
through sound ; inflection is an intentional modifi- 
cation of sound ; respiration and silence are a means 
of falling exactly upon the suitable tone and in- 
flection. 

Sound being the first language of man in the 
cradle, the least we can demand of the orator is, 
that he speak intelligently a language whose author 
is instinct The orator must then listen to his own 
voice in order to understand it, to estimate its value, 
to cultivate it by correcting its faults, to guide it — 
in a word, to dispose of it at will, according to the 
inclination of the moment We begin the study of 
the voice with Sou fid; and as sound may be viewed 
under several aspects, we divide this heading into as 
many sections. 

Compass of t/u Void ''^Organic Apparatus of thi 

Voice. 

This apparatus is composed of the .larynx, the 
mouth and the lungs. Each of these agents derives 
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its value from mutual action with the others. The 
larynx of itself b nothing, and can be considered 
only through its participation in the simultaneous 
action of the mouth and lungs. 

Sound, then, is formed by a triple agent -~ pro- 
jective, vibrative and reflective. 

The lungs are the soliciting agent, the larynx is 
the vibrative agent, the mouth is the reflective 
agent These must act in unison, or there is no 
result The larynx might be called the mouth of 
the instrument, the inside of the mouth the pavilion, 
the lungs the artist In a violin, the larynx would 
be the string, the lungs the bow, the mouth the in- 
stninnent itself. 

The triple action of these agents produces pho- 
nation. They engender sounds and inflections. 
Sound is the revelation of the sensitive life to the 
minutest degree; inflections are the revelation of 
the same life in a higher degree, and this is why 
they are the foundation and the charm of music. 

Such is the wonderful organism of the human 
voice, such the powerful instrument Providence has 
placed at the disposal of the orator. But what 
avails the possession of an instrument if one does 
aol know how to use it, or how to tune it? The 
orator, ignorant of the laws of sound and inflection, 
resembles the debutant who places the trumpet to 
his lips for the firtt time. We know the ear-tortur- 
iag tones he evolves. 

The ear is the most delicate, the most exacting 
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of all our senses. The eye is far more tolerant. 
The eye resigns itself to behold a bad gesture, but 
the ear does not forgive a false note or a false in- 
flection. It IS through the voice we please an 
audience. If we have the ear of an auditor, we 
easily win his mind and heart The voice is a mys- 
terious hand which touches, envelops and caresses 
the heart 

Of the Voice in Relatiofi to Compass. 

All voices do not have the same compass, or the 
same range. By range we mean the number of 
tones the voice can produce below and above a 
given note on the staff, say A, second space of the 
treble clef. 

There are four distinct kinds of voices : Soprano, 
alto, tenor and bass. There are also intermediate 
voices, possessing the peculiar quality of the kind 
to which it belongs, for example : Mezzo-soprano, 
with the quality of the soprano and only diflering 
from the soprano in range, the range of this voice 
being lower than the soprano and a little higher 
than the alto. Then comes the alto or contralto. 

In the male voice we have the tenor robusto, a 
little lower than the pure tenor and more powerful ; 
next the baritone, a voice between the tenor and 
bass, but possessing very much the quality of the 
bass. 

The tones in the range of every voice can be 
divided into three parts — the lower, medium and 




13 VUICK. 

higlier. Thus we would say of a performer, he or 
she used the lower or higher tones, or whatever the 
case may be. This applies to every kind of voice. 

The soprano voice ranges generally from the 
middle C, first added line below on the treble clef, 
upwards to A, first added line above the staff. 
Contralto voices range generally from G, below 
middle C in the treble clef, up to F, the upper line 
of the clef. 

The tenor voice ranges from C, second space of 
die F clef, to D, second space in the treble clef. 

The bass voice ranges from lower F, first space 
below of the F or bass clef, to D, second space 
above of this clef.^ 

The first perception of the human voice impera- 
tively demands, i . That the voice be tried and its 
compass measured in order to ascertain to what 
qiecies it belongs. Its name must be known with 
absolute certainty. It would be shameful in a mu- 
sician not to know the name of the instrument he 
uses. 2. That the ear be trained in order to distin- 
guish the pitch upon which one speaks. 

We should be able to name a sound and to sound 
a name. The Orientals could sing eight degrees of 
tone between C and D. There may be a whole scale, 
a whole air between these two tones. It would be 




THE VOICE IN RELATION TO. VOWELS. 1 3 

unpardonable not to know how to distinguish or at 
least to sound a semitone. 

There is a fact proved by experience, which must 
not be forgotten. The high voice, with elevated 
brows, serves to express intensity of passion, as well 
as small, trivial and also pleasant tilings. 

The deep voice, with the eyes open, expresses 
worthy things. 

The deep voice, with the eyes closed, expresses 
odious things. 

Tlu Voice in Rclaiiafi to Vowels, 

As already stated, the vocal apparatus is com- 
posed of the lungs, the larynx and the mouth ; but 
its accessories are the teeth, the lips, the palate and 
the uvula. The tip and root of the tongue, the 
arch of the palate and the nasal cavities have also 
their share in perfecting the acoustic apparatus. 

In classifying the different varieties of voice, we 
have considered them only in tlicir rudimentary 
state. Ability to name and distinguish the several 
tones of voice is the starting point We have an 
image more or less perfect, leaving the mould ; wc 
have a canvas containing the design, but not the 
embroidery — the mere outline of an instrument, a 
body without a soul. The voice being the language 
of the sensitive life, the passional state must pass 
entirely into the voice. 

We must know then how to give it an expression, 
a color answering to the sentiment it conveys. But 
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this expressive form of the voice depends upon the 
sound of its vowels. 

Th jre b a mother vowel, a generative tone. It is 
m (Italian m). In articulating a the mouth opens 
wide, giving a sound similar to m in arm. 

The primitive a takes three forms. The unac- 
cented. Italian m represents the normal state ; a with 
die acute accent ( ' ) represents the eccentric state ; 
m with the grave accent ( ^ ) represents the concen- 
tric state! 

These three it's dcri\'ed from primitive a become 
each in turn the progenitor of a family with triple 
sounds, as may be seen in the following genealogi- 
cal tree: 

A 
A A A 



4 o c 

k Mi c« 

i on « 



^ Thb is the only simple sound, but four other 
sounds are derived from it The three a*s articu- 
lated by closing the uvula, give the nasal afi. Each 
family also gives its special nasal sound : in for the 
eccentric voice, 0$t for the normal state, mh for the 
concentric. All other sounds are derived from 
combinations of these. The mouth cannot possibly 
produce mom than three families of sounds, and in 
each family it b « united with the others that forms 
tlie triaiQr. 
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• I The variety of sounds in these tliree families of 

vowels arises from the difference of the opening of 
the mouth and lips in articulating them. These 
different modes of articulation may be rendered 
more intelligible by the subjoined diagrams : 

a is pronounced with the mouth very wide open* 
the uvula raised and the tongue much lowered. 



or— _ „ O 

^1 if i and in are articulated with the lips 
open and the back part of the mouth gradually 
closed. 



tf, auy ou and on are articulated with the back of 
the mouth open and the lips gradually closed. 



^, €Hf u and //// are articulated with the back of 
the mouth and the lips uniformly closed. 



The voice takes different names, according to 
the different sounds in each family of vowels : the 
chest-voice, the medium voice and the head- 
voice. 

These names imply no change in the sort of 
voice, but a chtoge in the manner of emission. 
The head, medium or chest-voice, indicates only 
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variety in the emission of vowels, and may be 
applied to the high as well as the deep and medium 
voice. Thus the deep voice may produce sounds 
in the head-voice* as well as- in the medium and 



The head-voice is produced by lowering the lar- 
yttx« and at the same time raising the uvula. In 
swaUowingt the larynx rises by the elevation of the 
uvula, without which elevation there can be no 
bead-tones. . 

Praciicai dmclnsioHS. 

I. It is highly important to know how to assume 
cither of these voices at will. The chest-voice is 
the expression of the sensitive or vital life, and is the 
interpreter of all physical emotions. The medium 
voice expresses .sentiment and the moral emotions. 
The head-voice interprets everything pertaining to 
scientific or mental phenomena. By observing the 
laugh in the vital, moral and intellectual states, wc 
shall see that the voice takes the sound of the 
vowel corresponding to each state. 

We understand the laugh of an individual; if 
upon the i (/ long), he has made a sorry jest; if 
upon % {m in fatc)^ he has nothing in his heart and 
OMWt likely nothing in his head; if upon ^ (iv 
short), the laugh is forced. (7, i^, (n long) and #« 
are the only normal expressions. Thus every one 
is measured, numbered, weighed. There is reason 
m everything^ even when unknown to man. In 
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physical pain or joy, the laugh or groan employs 
the vowels i, .', !.• 

2. The chest-voice should be little used, as it is a 
bestial and very fatiguing voice. 

3. Hie head- voice or the medium voice is pref- 
erable, it being more noble and more ample, and 
not fatiguing. In these voices there is far less dan- 
ger of hoarseness. The head and medium voices 
proceed more from the mouth, while the chest-voice 
has its vibrating point in the larynx. 

4. The articulation of the three syllables, /a, mo' 
and fio, is a very useful exercise in habituating one 
to the medium voice, liesides reproducing the 
tone of this voice, these are the musical consonants 
fiar cxccUaue, Tliey give charm and development 
to the voice. We can repeat these tones without 
fatiguing the vocal chords, since they are produced 
by the articulative apparatus. 

5. It is well to remark that the chest, medium 



TIm bouimIs nevt jpvui sre tlMMC <if the F icnch 
A has two mnumK heard in «r<r/ and /mr, 
E with tha acnte aooeni (^) m like n in /nit. 
E with tha jprava accent (^) n like e in tkrrt. 

i has two MMmds—tha first like re m rrtii. the aecond hka te mJM. 
haK a MMmd bet%reen thai of # in »<W( ami t^ht. 
c; with the dffCMRflcx (6) la MMndcd hke # in »#. 
The exact •oimd oT « la not found in l^nclidi. 
Om ia MMHided lika ^ in fml. 

The naaal tomid mm ia p fo n o Mi ic j e d nearly like mm fai wmmi. 
The naaal imf^ preoowwad aow H wIiat Kke mm in crmnk. 
The naaal m ia p fo w o Mi ic j e d nearly Eke m in Mmmf. 
Tha naaal mm m ^nmnmctA nearly Kka «« m wrmmg, , 

Conanit aomt work mi Prtnch pftmundatimv or, aa b in prelcnible, kam tlici« 
*«Ntha Hving voiea of the eacher —Ta EMULATOR. 
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and head voices arc synonymous with the eccen- 
tric, normal or concentric voice. 

6. It is only a hap-hazard sort of orator who 
<loes not know how to attain, at the outset, what is 
caUed the white voice, to be colored afterward at 
will. The voice should resemble the painter's pal- 
let, where all the colors arc arranged in an orderly 
manner, according to the affinities of each. A 
colorless tint may be attained in the same way as a 
pure tint It may be well to remark here, although 
by anticipation, that the expressions of the hand 
and brow belong to the voice. Tlie coloring of the 
larynx corresponds to the movements of the hand 
or brows. 

Sound is painting, or it b nothing. It should be 
in affinity with the subject 
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CHAPTER III. 

THE VOICE IN RELATION TO INTENSFH' OF SOUND. 



PV/Mf is Understood by Intensity of Sound. 

Tlic voice has three dimensions ^-height, depth 
and breadth ; in other terms, diapason, intensity and 
duration; or in yet other words, tonality, timbre 
and succession. 

Intensity may be applied alike to the voice and 
to sound. The voice is strong or weak, according 
I to the mechanism of the acoustic apparatus. The 
strength or weakness of sound de|)ends upon the 
speaker, who from the same apparatus evolves 
tones more or less strong. It is the forte ^ piano 
and pianissimo in music. Thus a loud voice can 
render weak tones, and a weak voice loud tones. 
Hence the tones of botli are capable of increase or 
diminution. 

Means of Angnunting the Timbre of tlic Voiee. 

I. A stronger voice may be obtained by taking 
position not upon the heel or flat of the foot, but 
upon the ball near the toes — that attitude which 
further on we shall designate as the third. The 
chest is eccentric ; that is, convex and dilated. In 
this position all the muscles are tense and resemble 
the chords of an instrument whose resonance is pro- 
portional to their tension. 
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2. There arc three modes of developing the voice. 
A voice may be manufactured. A natural voice h 
almost always more or less changed by a thousand 
deleterious influences. 

1. /m tv/ufhr, by lowering the laiynx, elevating 
the soft-palate and hollowing the tongue. 

2. /v sniCMsity. — A loud voice may be hollow. 
It must be rendered deep, forcible and brilliant by 
these three metliods: profound inspiration, explo- 
sion and expubion. The intensity of an effect may 
depend upon expulsion or an elastic movement. 
Tenuity is elasticity. It is the rarest and yet the 
most essential quality of diction. 

3. /h comfHiss, — ^Thcrc arc three ways of increas- 
ing the compass of the voice : 

1. By the determination of its pitch; 

2. By practicing the vocal scale ; 

3. By the fusion of the registers upon the key- 
note. 

The first of these methods is most effective. The 
second consists in exercising upon those notes 
which arc near the key-note. Upon this exercise 
depends in great measure th<: homogeneity of the 
voice. Taking la for the diapason, the voice which 
extends from the lowest notes to upper re is the 
chest-voice, since it suffers no acoustic modification. 
From mi to Im the voice is modified ; it is the me- 
dium voice, ox the second register, which gives full 
and supple tones. The head or throat-voice, or the 
third register, extends from $i to the highest and 
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sharpest notes. Its tones are weak, and should be 
avoided as much <is possible. There are then only 
four good notes — those from //// to la^ upon which 
the voice should be exercised. By uniting the reg- 
isters, an artificial, homogeneous voice may be cre- 
ated, whose tones are produced without compression 
and without difficulty. This being done, it is evi- 
dent that every note of the voice must successively 
indicate tha three registers — that is, it must be 
rendered in the chest, medium and head voices. 

There is also a method of diminishing the voice. 
As the tone is in proportion to the volume of air in 
the lungs, it may be weakened by contracting the 
epiglottis or by suppressing the respiration. 

Rules for Intensity of Sound, 

I. Tlie strength of the voice is in an inverse ratio 
to the respiration. The more we are moved, the less 
loudly we speak ; the less the emotion, the stronger 
die voice. In emotion, the heart seems to mount 
to the larynx, and the voice is stifled. A soft tone 
should always be an affecting tone, and consist only 
of a breath. Force is always opposed to power. It 
is an error to suppose that the voice must be in- 
creased as the heart is laid bare. Tlie lowest tones 
arc the best understood. If we would make a low 
voice audible, let us speak as softly as we can. 

Go to the sea-shore when the tempest rages. 
The roar of the waves as they break against the 
vessel's side, the muttering thunders, the furious 
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wind-gusts render the strongest voice impotent 
Go upon a battle-field when drums beat and trum- 
pets sound. In the midst of this uproar, these dis- 
cordant cries, this tumult of opposing armies, the 
leader's commands, though uttered in the loudest 
tones, can scarce be heard ; but a low whistle will 
be distinctly audible. The voice is intense in seren- 
ity and calm, but in passion it is weak. 

Ijct those who would bring forward subtle argu- 
ments against this law, remember that logic is often 
in default when applied to artistic facts. 

A concert is given in a contracted space, with an 
orchestra and a double-bass. The double-bass is 
very weak. Logic would suggest two double-basses 
in order to produce a stronger tone. Quite the 
contrary. Two double-basses give only a semitone, 
which half a double-bass renders of itself. So 
much for logic in tliis case. 

The greatest joy is in sorrow, for here there is 
the greatest love. Other joys are only on the sur- 
iace. We suflfer and we weep because we love. 
Of what avail are tears? The essential thing is 
to love. Tears are the accessories ; they will come 
in time, they need not be sought Nothing so 
wearies and disgusts us, as the lachrymose tone. A 
man who amounts to anything is never a whimperer. 

Take two instruments in discord and remote from 
each other. Logic forbids their approach lest their 
tones become more disagreeable. The reverse is 
true. In bringing them together, the lowest be- 
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comes higher and the highest lower, and there is an 

accord. 

Let us suppose a hall with tapestries, a church 
draped in black. Logic says, " sing more loudly." 
But this must be guarded against lest the voice be- 
come lost in the draperies. The voice should scarce 
reach these too heavy or too sonorous partitions, 
but leaving the lips softly, it should pulsate through 
the audience, and go no farther. 

An audience is asleep. Logic demands more 
warmth, more fire. Not at all. Keep silent and 
the sleepers will awaken. 

2. Sound, notwithstanding its many shades, should 
be homogeneous ; that is, as full at the end as at the 
beginning. The mucous membrane, the lungs and 
the expiratory muscles have sole charge of its trans- 
mission. The vocal tube must not vary any more 
for the loud tone than for the low tone. Tlie 
opening must be the same. The low tone must 
have the power of the loud tone, since it is to be 
equally understood. The acoustic organs should 
have nothing to do with the transmission of sound. 
They must be inert so that the tone may be homo- 
geneous. The speaker or singer should know how 
to diminish the tone without the contraction of the 
back part of the mouth. 

To be homogeneous the voice must be ample. 
To render it ample, take high rather than low notes. 
The dipthong en (like // in muflT), and the vowels u 
and o give amplitude to sound. On the contrary, 
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tbe loflie is meagre in articulating the vowels i, I and 
4. To render the voice ample, we open the tliroat 
and roll forth the sound. The more the sound is 
rircmimmiMUd, the more ample it is. To render tlic 
voice rcsonantt we draw the tongue from the teeth 
and give it a hollow form ; then we lower the lar- 
jmx, and in thb way imitate the French horn. 

3. The voice should always be sympathetic* kind- 
ly, calm, and noble, even when the most repulsive 
things are expressed. A tearful voice b a grave 
defect, and must be avoided. The same may be 
said of the tremulous voice of the aged, who em- 
phasise and prolong their syllables. Tears are out 
of place in great situations; we should weep only 
at home. To weep is a sure way of making people 
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CHAITER IV. 

TIIK VOICE IN RELATION TO MEASURE. 

Of Slowness and Rapidity in Oratorical Delivery. 

Tlic third and last relation in which we shall 
study voice, is its bread th» that is, the measure or 
rhythm of its tones. 

The object of measure in oratorical diction is to 
regulate the interval of sounds. But the length of 
the interval between one sound and another is sub- 
ject to the laws of slowness and rapidity, respira- 
tion, silence and inflection. 

Let us first consider slownes.H and rapidity, and 
the rules which govern them. 

I. A hasty delivery is by no means a proof of 
animation, warmth, fire, passion or emotion in the 
orator; hence in delivery, as in tone, haste is in an 
inverse ratio to emotion. We do not glide lightly 
over a beloved subject ; a prolongation of tones is 
the complaisance of love. Precipitation awakens 
suspicions of heartlessness ; it also injures the effect 
of the discourse. A teacher with too much facility 
or volubility puts his pupils to sleep, because he 
leaves them nothing to do, and they do not under- 
stand his meaning. But let the te<icher choose his 
words carefully, and every pupil will want to suggest 
some idea ; all will work. In applauding an orato** 
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we usually applaud ourselves. He says what we 
wefc just ready to say ; we seem to have suggested 
the idea. It is superfluous to remark tliat slowness 
without gesture, and especially without facial ex- 
pcession, would be intolerable. A tone must always 
be reproduced with an expression of the face. 

2. The voice must not be jerky. Here we must 
keep jealous watch over ourselves. The entire in- 
terest of diction arises from a fusion of tones. The 
tones of the voice are sentient beings, who love, 
hold converse, follow each other and blend in a 
harmonious union. 

3. It is never necessary to dwell upon the sound 
we have just kft; this would be to fall into that 
jerky tone we wish to avoid. 

Of Rcspiraiion and SiUnce. 

We place respiration and silence under the same 
head because of their affinity, for respiration may 
often be accounted silence. 

0/ silcHct.^^ Silence is the father of speech, and 
must justify it. Every word which does not pro- 
ceed from silence and find its vindication in silence, 
b a spurious word without claim or title to our 
regard. Origin is the stamp, in virtue of which we 
recognize the intrinsic value of things. Let us, then, 
seek in silence the sufficient reason of speech, and' 
remember that the more enlightened the mind is, 
the more concise is the speech that proceeds from 
iL Let us assume, then, that this conciseness keeps 
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pace with the elevation of the mind, and that when 
the mind arrives at the perception of the true light, 
finding no words that can portray the glories open 
to its view, it keeps silent and admires. It is 
through silence that the mind rises to perfection, for 

* silence is the speech of God. 

Apart from this consideration, silence recom- 
mends itself as a powerful agent in oratorical effects. 

I By silence the orator arouses the attention of his 

audience, and often deeply moves their hearts. 
When Peter Chrysologue, in his famous homily 

I upon the gospel miracle of the healing of the issue 

of blood, overcome by emotion, paused suddenly 
and remained silent, all present immediately burst 
into sobs. 

Furthermore, silence gives the orator time and 
liberty to judge of his position. An orator should 
never speak without having thought, reflected and 
arranged his ideas. Before speaking he should de- 
cide upon his stand-point, and see clearly what he 
proposes to do. Even a fable may be related from 
many points of view; from that of expression as 
well as gesture, from that of inflection as well as 
articulate speech. All must be brought back to a 
scene in real life, to one stand-point, and the orator 
must create for himself, in some sort, the r61e of 
spectator. 

Silence gives gesture time to concentrate, and do 
good execution. 

One single rule applies to silence: Wherever 
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there is ellipsis, there is silence. Hence the inter- 
jectioo and conjunction* which are essentially ellip- 
tic, must always be followed by a silence. 

Rtsfiraiimi.^^Fot the act of respiration, three 
movements are necessary: inspiration, suspension 
and expiration. 

lis #iMr/0fAfMrA— Respiration is a faithful render- 
ing of emotion. For example : He who reigns in 
She skus. Here is a proposition which the com- 
posed orator will state in a breath. But should 
lie wish to prove his emotion, he inspires after every 
word. He '^ who ^ rcigNS ^ in ^ the ^ skies. Multi- 
plied inspirations can be tolerated on the strength 
of emotion, but they should be made as effective as 
possible. 

Inspiration is allowable : — 

I. After all words preceded or followed by an 
ellipse; 

3. After words used in apostrophe, as Monsieur, 
Madame; 

3. After conjunctions and interjections when there 
b silence; 

4. After all transpositions ; for example: To live ^ 
omo mmsi wort. Here the preposition to takes the 
value of its natural antecedent, work; that is to say, 
six degrees, since by inversion it precedes it, and 
tbe gesture of the sentence bears wholly on the 
preposition; 

5. Before and after incidental phrases ; 

6. Wherever we wish to indicate an emotion. 
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To facilitate respiration, stand on tip-toe and ex- 
pand the chest 

Inspiration is a sign of grief; expiration is a sign 
of tenderness. Sorrow is inspiratory ; happiness, 
expiratory. 

The inspiratory act expresses sorrow, dissimulation. 

The expiratory act expresses love, expansion, 
sympathy. 

The suspensory act expresses reticence and dis- 
quietude. A child who has jiist been corrected de- 
servedly, and who recognizes his fault, expires. 
Another corrected unjustly, and who feels more 
grief than love, inspires. 

Inspiration is usually regulated by the signs of 
punctuation, which have been invented solely to 
give more exactness to the variety of sounds. 

Inflections. 

Tluir importance, — Sound, we have said, is the 
language of man in the sensitive state. We call 
inflections the modifications which aflfect the voicq 
in rendering the emotions of the senses. The tones 
of the voice must vary with the sensations, each of 
which should have its note. Of what use to man 
would be a phonetic apparatus always rendering 
the same sound ? Delivery is a sort of music whose 
excellence consists in a variety of tones which rise 
or fall according to Uie things they have to express. 
Beautiful but uniform voices resemble fine bells 
whose tone is sweet and clear, full and agreeable. 
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but which are, after all, bells, signifying nothing, 
devoid of harmony and consequently without vari- 
ety. To employ always the same action and the 
same tone of voice, is like giving the same remedy 
for all diseases. '* Euuni was bom one day from 
monotony,** says the fable. 

Man has received from God the privilege of re* 
veaUng the inmost aflfections of his being through 
the thousand inflections of his voice. Man's least 
impressions are conveyed by signs which reveal har- 
mony, and which are not the products of chance. 
A sovereign wisdom governs these signs. 

With the infant in its cradle the signs of sensi- 
bility arc broken cries. Their acutcness, dieir as- 
cending form, indicate the weakness, and physical 
sorrow of man. When the child recognizes the 
tender cares of its mother, its voice becomes less 
shrill and broken ; its tones have a less acute range, 
and are more poised and even. Tlic larynx, which 
is very impressionable and the thermometer of the 
sensitive Ufe, becomes nuxlified, and produces sounds 
and inflections in perfect unison with the sentiments 
they convey. 

All this, which man expresses in an imitative fash- 
ion, is numbered, weighed and measured, and forms 
aa admirable harmony. This language through the 
larynx is universal, and common to all sensitive be- 
lt is universal with animals as with man. Ani- 
give tbe identical sounds in similar positions. 

The infiuit, delighted at being mounted on a table. 
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and calling his mother to admire him, rises to the 
fourth note of the scale. If his delight becomes 
more lively, to tlie sixth; if the mother is less 
pleased than he would have her, he ascends to the 
third minor to express his displeasure. Quietude 
is expressed by the fourth note. 

Every situation has its interval, its corresponding 
inflection, its corresponding note : this is a mathe- 
matical language. 

Why this magnificent concert God has arranged 
in our midst if it has no auditors? If God had 
made us only intelligent beings, he would have 
given us speech alone and without inflections. Let 
us further illustrate the role of inflection. 

A father receives a picture from his daughter. 
He expresses his gratitude by a falling inflection : 
"Ah well ! the dear child." The picture comes 
from a stranger whom he does not know as a painter ; 
he will say, "Well now I why does he send me 
this?" raising his voice. 

If he does not know from whom the picture 
comes, his voice will neither rise nor fall ; he will 
say. "Weill well! well!" 

Let us suppose that his daughter is the painter. 
She has executed a masterpiece. Astonished at 
the charm of this work and at the same time grate- 
ful, his voice will have both inflections. 

If surprise predominates over love the rising in- 
flection will predominate. If love and. surprise are 
equal, he will simply say, "Well now I" 
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/iitM in Chinese signifies at the same time the 
roof of a house, a cellar, well, chamber, bed — the 
inflection alone determines the meaning. Roof is 
expressed by the falling, cellar by the rising inflec- 
'tion« The Chinese note accurately the depth and 
acuteness of sound, its intervab and its intensity. 

We can say: «« It is pretty, this little dog I " in 675 
different ways. Some one would do it harm. We 
say: ''This little dog is pretty, do not harm it!'* 
** It is pretty because it is so little.** If it is a mis- 
chievous or vicious dog, m*e use frtity in an ironi- 
cal sense. ** This dog has bitten my hand. It is a 
.pretty dog indeed I** etc. 

Rh/cs of lufleciUm. 

1. Inflections are formed by an upward or down- 
ward slide of the voice, or the voice remains in 
monotone. Inflections are, then, eccentric, concen- 
tric and normal. 

2. The voice rises in exaltation, astonishment, 
and conflict 

3. The voice falls in affirmation, affection and de- 
jection. 

4. It neither rises nor falls in hesitation. 

5. Interrogation is expressed by the rising inflec* 
tton when we do not know what we ask ; by the 
(ailing, when we do not quite know what we ask. 
For instance, a person asks tidings of his friend's 
health, aware or unaware that he is no better. 

6. Musical tones should be given to things that 
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arc pleasing. Courtiers give musical inflections to 
the words they address to royalty. 

7. Every manifestation of life is a song; every 
sound is a song. But inflections must not be multi- 
plied, lest delivery degenerate into a perpetual sing- 
song. The effect lies entirely in reproducing the 
same inflection. A drop of water falling constantly, 
hollows a rock. A mediocre man will employ 

I twenty or thirty tones. Mediocrity is not the too 

I little, but the too much. The art of making a pro- 

I found impression is to condense; the highest art 

! would be to condense a whole scene into one inflec- 
tion. Mediocre speakers arc always seeking to en- 
1 rich their inflections; they touch at every range, 

' and lose themselves in a multitude ot intangible 

eflccts. 

8. In real art it is not always necessary to fall 
b.ick upon logic. Tlie reason needs illumination 
from nature, as the eye, in order to see, needs light 
Kc.iso.n may be in contradiction to nature. For 
instance, a half-famished hunter, in sight of 9 good 
dinner, would say : " I am hungry ^^ emphasizing 
hungry^ while reason would say that am must be 
emphasized. A hungry pauper would say : '* I am 
hungry," dwelling upon am and gliding over hnn^ 
gry. If he were not hungry, or wbhed to deceive, 
he would dwell upon hutigry. 
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Special Inflcctiotis. 

Among the special inflections we may reckon : — 

1. ExclamaiiONS. — Abrupt* loud, impassioned 
souods, and improvisations. 

2. Cries. — These are prolonged exclamations 
called forth by a lively sentiment of some duration, 
as acute suflering, joy or terror. They are formed 
by the sound a. In violent pain arising from a 
physical cause, the cries assume three different 
tones : one grave, another acute, the last being the 
lowest; and we pass from one to the other in a chro- 
matic order. 

There are appealing cries which ask aid in peril. 
These cries arc formed by the sounds S and o. 
They are slower than the preceding, but more acute 
and of greater intensity. 

3. Groans. — Here the voice is plaintive, pitiful, 
and formed by two successive tones, the one sharp, 
the final one deep. Its monotony, the constant 
lecurrence of the same inflection, give it a remark- 
able expression. 

4* LmmtmimiioH is produced by a voice loud, 
plaintive, despairing and obstinate, indicating a 
heart which can neither contain nor restrain itself. 

5* Thi sck is an uninterrupted succession of 
•Quads produced by slight, continuous inspirations* 
ia some sort convubive, and ending in a long, vio- 
lent inspiration. 

6. The sigh is a weak low tone produced by a 
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quick expiration followed by a slow and deep inspi- 
1 ration. 

7. Tlic laugh is composed of a succession of 
} loud, quick, monotonous sounds formed by an un- 
interrupted series of slight expirations, rapid and 
somewhat convulsive, of a tone more or less acute 
and prolonged, and produced by a deep inspiration. 

8. Singiug is the voice modulated or composed 
• of a series of appreciable tones. 



I 




PART SECOND. 



GESTURE. 




PART SECOND 



CHAPTER I. 

OF GESTURE IN GENERAL. 

Human word is composed of three languages. 

Man says what he feds by inflections of the voice, 

what he laves by gesture, what he thinks by articu- 

I late speech. The child begins with feeling; then 

5 he loves, and later, he reasons. While the child 

\ only feels, cries suffice him; when he loves, he 

\ needs gestures; when he reasons, he must have 

'<l articulate language. The inflections of the voice 

-> are for sensations, gesture is for sentiments; the 

J buccal apparatus is for the expression of ideas. 

. ; Gesture, then, is the bond of union between inflec- 

:ii tion and thought Since gesture, in genealogical 

j order, holds the second rank in human languages, 

we shall reserve for it that place in the series of our 

oratorical studies. 

We are entering upon a subject full of impor- 
tance and interest We purpose to render familiar 
the luart language^ the expression of love. 
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Wc Icam dead languages and living languages: 
Greek, Latin, German, English. Is it well to know 
conventional idioms, and to ignore the language of 
nature? The body needs education as well as the 
mind This is no trivial work. Let it be judged 
by the steps of the ideal ladder we must scale 
before reaching the perfection of gesture. Observe 
the ways of laboring men. Their movements are 
awkward, the joints do not play. This is the first 
step. 

At a more advanced stage, the shoulders play 
without the head. The individual turns around 
with a great impulse from the shoulders, with the 
leg raised, but the hand and the rest of the body 
remain inert. Then come the elbows, but without 
the hand. Later come the wrist-joint and the torso. 
With this movement of the wrist, the face becomes 
mobilixod, for there is great affinity between these 
two agents. The (ace and hand form a most inter- 
esting imt^. Finally, from the wrist, the articula* 
lion passes to the fingers, and here is imiutive 
perfectiofi. If we would speak our language elo- 
quently, we must not be beguiled into any patois of 
gesture. 

Gesture must be studied in order to render it fault* 
lessly elegant, but in such a thorough way as not to 
seem studied. It has still higher claims to our 
regard in view of the services it has rendered to 
humanity. Thanks to this language of the heart 
thottsands of deaf-mutes are eniU>led to endure their 
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affliction, and to share our social pleasures. Blessed 
be the Abbd de TEp^e, who, by uniting the science 
of gesture to the conventional signs of dactyolog>% 
has made the deaf hear and the dumb speal; ! This 
beneficent invention has made gesture in a twofold 
manner, the language of the heart. 

Gesture is an important as well as interesting 
study. How beautiful it is to see the thousand 
pieces of the myological apparatus set in motion 
and propelled by this grand motor feeling ! Tliere 
surely is a joy in knowing how to appreciate an 
image of Christ on the cross, in understanding the 
attitudes of Faith, Hope and Charity. We can note 
a mother's affection by the way she holds her child 
in her arms. We can judge of the sincerity of the 
! ^ friend who grasps our hand. If he holds the thumb 

inward and pendant, it is a fatal sign ; we no longer 
trust him. To pray with the thumbs inward and 
swaying to and fro, indicates a lack of sacred fervor. 
It is a corpse who prays. , If you pray with the 
arms extended and the fingers bent, there is reason 
to fear that you adore Plutus. If you embrace mc 
without elevating the shoulders, you are a Judas. 

What can you do in a museum, if you have not 
acquired, if you do not wish to acquire the science 
of gesture? How can you rightly appreciate the 
beauty of the statue of Antinous ? How can you 
note a fault in Raphael's picture of Moses making 
water gush from the rock ? How sec that he has 
forgotten to have the Israelites raise their shoulders. 
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as tliey stand rapt in admiration of the miracle ? 
One versed in the science of gesture, as he passes 
before the Saint Michael Fountain, must confess 
that the statue of the archangel with its parallel 
lines, b little better than the dragon at his feet. 

In view of the importance and interest of the lan« 
guage of gesture, we shall study it thoroughly in the 
•eooad book of our course. 
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CHAPTER II. 

DEFIOTTION AND DIVISION OF GESTURE. 

Gesture is the direct agent of tlic heart, tlic inter- 
preter of speech. It is elliptical discourse. Each 
part of this definition may be easily jtiNtilicd. 

I. Gesture isllic Direct Agent of (Itc Heart. — Look 
at an infant For some time he manifests his joy or 
sorrow through cries ; but these arc not gesture. 
When he comes to know the cause of his joy or 
sorrow, sentiment awakens, his heart opens to love 
or hatred, and he expresses his new emotion not by 
cries alone, nor yet by speech ; lie smiles upon his 
mother, and his lirst gesture is a smile. Beings 
endowed only with tlic sensitive life, have no smile; 
animals do not laugh. 

This marvelous correspondence of the or^na 
with the sentiment arises from the close union of 
soul and body. The brain ministers to the opera* 
tions of the soul. Every sentiment must have its 
echo in the brain, in order to be unerringly trans- 
mitted by the organic apparatus. 

Ex visit eognoscitnr vir. ("The man is known 
by his face.") The r6Ie of dissimulation is a very 
difficult one to sustain. 

2. Gesture is tlu Interpreter of Speech. — Gesture 
has been given to man to reveal what speech is 



^ 




44 GESTURE. 

powericss to express. For example : / lcv€. Tliis 
phrase says nothing of the nature of the being loved, 
nothing of the fashion in which one loves. Gesture, 
by a simple movement, reveals all this, and says it 
lar better than speech, which would know how to 
render it only by many successive words and phras- 
es. A gesture, then, like a ray of light, can reflect 
all that passes in tlie soul. 

Hence, if we desire that a thing shall be always 
reme m bered, we must not say it in words ; we must 
let it be divined, revealed by gesture. Wherever an 
ellipse b supposabic in a discourse, gesture must 
intervene to explain this ellipse. 

3. Gc^nn is an Elliptical IuB$ig9tagc, — ^We call 
ellipse a hidden meaning whose revelation belongs 
to gesture. A gesture must correspond to every 
ellipse. For example: "Tliis medley of glory and 
gain vexes me.** If we attribute something igno- 
minious or abject to tlie word wailcy^ there is an 
ellipse in the phrase, because the ignominy is im- 
plied rather than expressed. Gesture is then neces- 
sary here to express the value of the implied adjec-' 
tive« igMPmini^HS. 

Suppress this ellipse, and the gesture must also 
be suppressed, for gesture is not the accompaniment 
of speech. It must express the idea better and in 
aaodier way» else it will be only a pleonasm, an after 
conception of bad taste, a hindrance rather dian an 
aid to intelligible expression* 




DIVISION OK GESTURE. 4$ 

Division of Gesture. 

Every act, gesture and movement has its rule, its 
execution and its raisoii d^circ TIi^ imitative is 
also divided into three parts: the static, the dy- 
namic and the semeiotic. Tlie static is the base, 
the dynamic is the centre, and tlie semeiotic the 
summit. Tlie static is tlie equiponderation of the 
powers or agents ; it corresponds to life. 

The dynamic is the form of movements. The 
dynamic is melodic, harmonic and rhythmic. Ges- 
ture is melodic by its forms or its inflections. To 
understand gesture one must study melody. There 
is great affinity between the inflections of the voice 
and gesture. All the inflections of the voice are 
common to gesture. Tlie inflections of gesture are 
oblique for the lifc^ direct for the soul and circular 
for tlie mind. These three terms, oblique, direct 
and circular, correspond to the eccentric, normal 
and concentric states. The movements of flection 
are direct, those of rotation, circular, those of ab- 
duction, oblique. 

Gesture is harmonic through the multiplicity of 
the agents which act in the same manner. This 
harmony is founded upon the convergence or oppo- 
sition of the movements. Thus the perfect accord 
is the consonance of the three agents, — head, torso 
and limbs. Dissonance arises from the divergence 
of one of these agents. 

Finally, gesture is rhythmic because its ouyve- 
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ments are subordinated to a given measure, 
dynamic corresponds to the son/. 

The semciotic gives the reason of movemi 
and has for its object the careful examinatioi 
inflecUons* attitudes and types. 

Under our first head* we treat of the static 
of gesture in general; under our second, of 
dynamic and of gesture in particular ; and fin; 
under our third head, of the semeiotiCt with an 
positioa of the laws of gesture. 
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CHAPTER III. 

ORIGIN AND ORATORICAL VALUE OF GESTURE. 

Origiti, 

The infant in the cradle has neitlier speech nor 
gesture : — he cries. As he gains sensibility his 
tones grow richer, become inflections, are multiplied 
and attain the number of three million special and 
distinct inflections. The young infant manifesU 
neither intelligence nor atTection ; but he reveals his 
life by sounds. When he discerns the source of 
his joys or suficrings, he loves, and gesticulates to 
repulse or to invite. The gestures, which arc few 
I tit first, become quite numerous. It is God's art he 

3 follows ; he is an artist without knowing it 
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Oratorical Value of Gesture. 

The true aim of art is to move, to interest and to 
persuade. Emotion, interest and persuasion arc 
\ the first terms of art Emotion is expressed by the 

voice, by sounds ; interest by language ; persuasion 
is the oflice of gesture. 

To inflection belongs emotion through the beau- 
tiful ; to logic, interest through the truth ; to plastic 
art, persuasion through the good. 

Gesture is more than speech. It is not what we 
say that persuades, but the manner of saying it 
The mind can be interested by speech, it must be 



r 



48 GESTURE. 

pvnuadcd by gesture. If the face bears no sie 
persuasioo, we do not persuade. 

Why at first sight docs a person awaken 
sympathy or antipathy? Wc do not undcn 
why, but it is by reason of his gestures. 

Speech is inferior to gesture, because it c 
sponds to the phenomena of mind ; gesture ii 
agent of the heart, it is the persuasive i^nt. 

ArtkuUte language is weak because it is su 
shre. It must be enunciated phrase by phrase 
words, syllables, letters, consonants and vowi 
and these do not end it That which dcman 
volume is uttered by a single gesture. A hur 
pages do not say what a simple movement ma] 
press, because this simple movcmicnt cxprcsse: 
whole being. Gesture is the direct agent of 
soul, while language is analytic and succe: 
The leading quality of mind is number; it 
speculate, to reckon, while gesture grasps e^ 
thing by intuition, — sentiment as well as contcn 
tion. There is something marvelous in this 
guage. because it h.xt relations with another spli 
it is the world of grace. 

An audience must not be supposed to rcsei 
an individual. A man of the greatest intellig 
finding himself in an audience, is no longer hin 
An audience is never intelligent; it is a mul 
being, composed of sense and sentiment, 
greater the numbers, the Jess intelligence has tc 
To seek to act upon an individual by gesture w 
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be absurd. The reverse is true with an audience ; 
it is persuaded not by reasoning* but by gesture. 

Tliere is here a currerit none can control. We 
applaud disagreeable things in spite of ourselves — 
things we should condemn, were they said to us in 
private. The audience is not composed of intellcc* 
tual people, but of people with senses and hearts. 
As sentiment is the highest thing in art» it should 
be applied to gesture. 

If the gestures are good, the most wretched 
speaking is tolerated. So much the better if the 
speaking is good, but gesture is the all-important 
thing. Gesture is superior to each of the other 
languages, because it embraces the constituent parts 
of our being. Gesture includes everything within 
us. Sound is the gesture of the vocal apparatus. 
The consonants and vowels are the gesture of the 
buccal apparatus, and gesture, properly so called* is 
the product of the myological apparatus. 

It is not ideas that move the masses ; it is gestures. * 

We easily reach the heart and soul through the 
senses. Music acts especially on the senses. It 
purifies them, it gives intelligence to the hand, it 
disposes the heart to prayer. The three languages 
may each move, interest and persuade. 

Language is a sort of music which moves us 
through vocal expression; it is besides normal 
through the gesture of articulation. No language 
is exclusive. All interpenetrate and communicate 
their action. The. action of music is general. 
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The mind and the life are active only foi 
satisfaction of the heart ; then, since the heart 
trols all our actions, gesture must control all < 
languages. 

Gesture b magnetic, speech is not so. Thn 
gesture we subdue the most ferocious animals. 

The ancients were not ignorant of this all-po 
ful empire of gesture over an audience. Tlicrc 
sometimes to paralyze, sometimes to augment 
magic power, orators were obliged to cover 1 
faces with a mask, when about to speak in pu 
The judges of the Areopagus well knew the p< 
of gesture, and to avoid its seductions, they. ado 
the resource of hearing pleas only in the darki 
. The sign of the cross made at the opening 
sermon often has great effect upon good Cathc 
Let a priest with his eyes concentric and intros 
tive make deliberately the sign of the cross v 
solemnly uttering these words : "In — the - nai 
of- the - Father ; ** then let his glance sweep 
audience. What do they think of him? Th 
no longer an ordinary man ; he seems clothed 
the majesty of God, whose orders he has just 
cetved, and in whose name he brings them. 
idea gives him strength and assurance, and his a 
enoe respect and docili^. 
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CHAPTER IV. 



THE LAWS OK GESTURE. 



The static treats of the laws of gesture which arc 
six in number, viz. : Priority, retroaction, the opiK>- 
sition of agents, unity, stability and rhythm. 

JVu: Priority of Gesture to Speech. 

Gesture must always precede speech. In fact, 
speech is reflected expression. It must come after 
gesture, which is parallel with the impression re* 
ccived. Nature incites a movement, speech namcH 
this movement Speech is only the title, tlic label 
of what gesture has anticipated. Si^eech comes 
only to confirm what the audience already compre- 
hend. Speech is given for naming things. Gesture 
asks the question, "What?" and speech answers. 
Gesture after tlie answer would be absurd. Let. the 
word come after the gesture and there will be no 
pleonasm. 

Priority of gesture may be thus explained : First 
a movement responds to the sensation ; tlien a ges* 
ture, which depicts the emotion, responds to the 
imagination which colors the sensation. Then 
comes the judgment which approves. Finally, wc 
consider the audience, and this view of the audience 
suggests the appropriate expression for that which 
has already been expressed by gesture. 
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The basis of tliis art is to make the auditors 
divine wkit we would have them feel. 

Kvcry speaker may choose his own stand-point, 
but the essential law is to anticipate, to justify speech 
by gesture. Speech is the verifier of the fact ex* 
pressed. Hie thing may be expressed before an- 
nouncing its name. Sometimes we let the auditors 
di\*ine rather than anticipate, gazing at them in 
order to rivet their attention. Eloquence is com- 
posed of many things which are not named, but 
must be named by slight gestures. In this elo- 
quence consists. Tlius a smack of the tongue, a 
blow upon the hand, an utterance of the vowel h 
as if one would remove a stain from his coat. The 
writer cannot do all this. I1ic mere rendition of the 
written discourse is nothing for the orator ; his tal- 
ent consists in taking advantage of a great number 
of little nameless sounds. 

A written discourse must contain forced epithets 
and adjectives to illustrate the subject In a spoken 
discourse a great number of adjectives are worse 
than useless. Gesture and inflection of the voice 
supply their place. The sense is not in the words ; 
it is in inflection and gesture. 

Rcttvaciwm. 

We have formulated this general law: The 
eccentric, normal and concentric expression must 
eorrespohd to the sensitive, moral and intellectual 
state of man. When gesture is concerned, the law 
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is thus modified : In the sensitive state, the gesture, 
which is naturally eccentric, may become concen- 
tric* as the orator is passive or active. 

He is passive when subject to any action what- 
ever, when he depicts an emotion. 

He is agent when he communicates to the au- 
dience the expression of his own will or power : i:i 
a word, at all times when he controls his audience. 

When the orator assumes the passive iple, that is, 
when he reflects, he gazes upon his audience; he 
makes a backward (or concentric) movement; when 
he assumes the active r61e, he makes a forward (or 
eccentric) movement. When one speaks to others, 
he advances ; when one speaks to himself, he recoils 
a step, his thought centres upon himself. 

In the passive state, one loves. But when he 
loves, he does not move forward. A being who 
feels, draws back, and contemplates the object 
toward which the hand extends. Contemplation 
makes the body retroact 

Hence in the passive state, the orator must step 
backward. In the opposite state he moves fon%*ard. 
Let us apply this law : A spendthrift officer meets 
his landlord, whom he has not yet paid, and greets 
him with an — " Ah, good day, sir ! " What will be 
his movement? It must be retroactive. In the joy 
of seeing a friend again, as also in fright, wc. start 
back from the object loved or hated. Such is the 
law of nature, and it cannot be ignored. 

Whence comes this law? To behold a loved 
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object fully, wc must step back, remove to s 
little distance from it Look at a painter admi 
his work. It is retroaction at sight of a bel< 
person, which has led to the discovery of the ] 
nomena of life, to this triple state of man whic 
found in like maimer, everywhere : Concentric, 
centric, and normal. 

I1ie concentric is the passive state, for when 
expcriencos a deep emotion, he must retn 
Hence a demonstration of affection is not n 
with a forward movement If so, there is no I 
Expiration is tlie sign of him who gives his h* 
Hence there is joy and love. In inspiration t 
is retroaction, and, in some sort, distrust. The 1 
extends toward the beloved object; if the 1 
tend toward itself, a love of self is indictited. I 
is expressed by a retroactive, never by a fon 
movement In portraying this sentiment the 1 
must not be carried to the heart. Tliis is nonsei 
it is an oratorical crimj. The hand must 
toward the loved being t^) caress, to grasp, to i 
sure or to defend. The hand is carried to the Ii 
oiily in case of suflcring there. 

Take this passage from Racine's Phddre : 

Diem^-^Ht nc ptiis-jc <'• V ombre dcs for^ts^ 
Suivn Ji fwit un char fuyant dans la carrih 

{^ God— may I not, through the dim forest sha 
With my glance follow a fleet chariot's course."] 

Here the actor does not follo;\* aflcctionately. 
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with the cyc» and then by recoiling and concentrat* 
^" ing his thought upon himself. 

In the nilc o{ Emilic: 

**Hc may in falling crnsh thcc *ncaih his fall ^ 

at sight of her crushed lover Emilic must recoil in 
terror, ami not seem to add the weight of her body 
to that which crushes the victim. 
Augustus, on the contrary, may say: 

** I might in falling crush thcc 'neath my fall,** 

pausing upon a fom'ard movement, because he is 
here the agent. 

I^'t us note in passing that the passive attitude is 
the type of energetic natures. They have some* 
thing in themselves which suffices them. This is a 
sort of repose ; it is elasticity. 

Opposition of Agents. 

Tlie opposition of the agents is the harmony of 
gesture. Harmony is born of contrasts. From 
opposition, equilibrium is bom in turn. Equilib- 
rium is the great law of gesture, and condemns par- 
tilleli^m ; and these are the laws of equilibrium : 

1. The forward inclination of the torso corre« 
sponds to the movement of the leg in the opposite 
direction. 

2. When one arm is added to the weight of the 
•ilready inclined torso, the other arm must rise to 
form a counterpoise. 

3. In gazing into a well, the two arms must be 
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drawn backward if tlic body is equally supported 
by the two legs ; in like manner the two arms may 
be carried in Tront if the torso bends backward. 
Tliis is allowable only in the first attitude of the 
base, or in a similar attitude. 

The harmonic law of gesture fs the static law par 
txcclUucc. 

It is of childlike simplicity. We employ it in 
walking ; also when we carry a weight in one hand» 
the other rises. Tlie law consists in placing the 
acting levers in opposition, and thus re.ilizing equi- 
librium. All that is in equilibrium is harmonized. 
All ancient art is btiscd u]>on this op|>osition of 
levers. Modem art, with but few exceptions, is 
quite the contrary. 

Here is an example of the observance of this 
rule: If the head and arms are in action, the head 
must move in opposition to the arms and the hand. 
If both move in the same direction, there is a defect 
in equilibriumt and awkwardness results. 

When the arm rises to the head, the head bends 
forward and meets it half-way. Tlie reverse is true. 
Kvery movement in the hand hcis its responsive 
movement in the head. If the head advances, the 
band withdraws, llie movements must balance, so 
that the body may be in equilibrium and remain 
balanced. 

Here is the difference between ancient and 
modem art. Let us suppose a statue of Corneille 
reading his works. To-day we should pose it with 
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one k't; and arm advanced. This is parallelism, 
l-'ormcrly the ley would have been opposed to tliis 
movement of tlie arm, because there should be here 
the expansion of the author toward his work, and 
this expansion results precisely from an opposition 
of levers. 

We know the ancient t^ladiator; wv do exactly 
the opposite from him in fencing. 

Modern art makes the man walk witli le^; and 
atin parallel. Ancient art would have the le^; 
opposed to the arm. 

It is through opposition that the smile expresses 
moral sadness. This law of op|)osition must be 
observed in the same member. Kor example, tltc 
hand should be opposed to the arm. Tlius wc have 
niagnilicent spheroidal movements which arc grace- 
ful and also have considerable force. Thus all the 
harmonies occur in one same whole, in one same 
truth. In a word, all truths inteipcnctrate, and 
when a thing is true from one point of view, it is so 
from all. 



Number of Gestures. 

Many reasons go to prove that gestures need not 
be multiplied : 

A. — We are moved by only one sentiment at a 
time; hence it is useless to multiply gestures. 

B. — But one gesture is needed for the expression 
of an entire thought; since it is not tlie word but 
the thought that the gesture must announce ; if it 
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expressed only the word, it would be trivial and 
mean, and also prejudicial to the effect of the phrase. 

In these phrases: "What do you sock in the 
world, happiness? It is not there," that which 
first strikes us is the absence of happiness. Gesture 
must indicate it in advance, and this should be the 
dominating movement 

The intelligent man makes few gestures. To 
multiply gestures indicates a lack of intelligence. 
The face is the thermometer of intelligence. Let 
as much expression as possible be given to the face. 
A gesture made by the hand is wrong when not 
justified in advance by the face. Intelligence is 
manifested by the face. When the intelligent man 
speaks, he employs great movements only when they 
are justified by great exaltation of sentiment ; and, 
furthermore, these sentiments should be stamped 
upon his face. Without expression of the face, all 
gestures resemble telegraphic movements. 

C. — The repeated extension of the arms denotes 
but little intelligence, little suppleness in the wrist 
and fingers. The movement of a single finger indi- 
cates great finesse. 

It b easy to distinguish the man of head, heart 
and actions. The first makes many gestures of the 
bead ; the second many of the shoulders ; the last 
moves the arms often and inappropriately. 

D. — Gesture is allowable only when an ellipse of 
the word or phrase admits of an additional value. 

E. — Eflects must not be multiplied; this is an 
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essential precaution. Multiplied movements are 
l^. detrimental when a graver movement is awaited. 

F. — ^The orator is free to choose between the r6le 

of actor or that of mere spectator or narrator. Neitlicr 

.■ the one nor the other can be forced upon him. Tl^c 

actor's r6le arises not from intelligence but simply 

L' from instinct The actor identifies himself with the 

personages he represents. He renders all their sen* 

timents. This role is the most powerful, but, before 

making it the object of his choice, there must be 

severe study ; he must not run the risk of frivolity. 

We can dictate to the preacher and mark out his 

>f path. He must not be an actor, but a {lector. Hence 

> > his gestures must never represent the impressions of 

those of whom he speaks, but his own. Hence he 

should proportion the number of his gestures to the 

number of his sentiments. 

G. — If the orator would speak to any purpose, 
he must bring back his discourse to some picture 
from nature, some scene from real life. 

There must be unity in everything; but a r6lc 
may be condensed in two or three traits ; therefore 
a great number of gestures is not necessary. 

Let it be carefully noted : the expression of the 

face should make the gesture of the arms forgotten. 

Here the talent of the orator shines forth. He must 

captivate his public in such a way that his arm ges- 

I tures will be ignored. He must so fascinate his 

^ auditors that they cannot ask the reason qf this fa»» 

l[ . cination, nor remark that he gesticulates at all. 
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H.— Where there are two gestures in the same 
idea, one of them must come before the proposition; 
the other in its midst 

If there b but one gesture and it precedes the 
proposition, the term to which it is applied must be 
pieciaeiy inaicatea. 

For example : Wanld he be unsibU to friendship f 
Although friendship may in some degree be quali- 
fied as the indirect regimen, gesture should portray 
it in all its attributes. 

Duration of Gesture. 

The suspension or prolongation of a movement is 
one of the great sources of eflcct It is in suspen- 
sion that force and interest consist A good thing 
is worth being kept in sight long enough to allow an 
enjoyment of the view. 

The orator should rest upon the preceding ges- 
ture until a change is absolutely required. 

A preoccupied man greets you with a smile, and 
after you have left, he smiles on, until something 
else occurs to divert his mind. 

The orator's abstraction should change the face, 
but not the gesture. If the double change takes 
place simultaneously, there will be no unity. The 
gesture should be retained and the expression of the 
lace changed. 

A variety of eflects and inflections should be 
avoided. While the speaker is under the influence 
of the same sentiment, the same inflection and ges- 
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THE RHYTHM OF GESTURE. 6 1 

turc must be retained, so tliat there may be unity 
of style. 

Art proposes three things : to move, to interest, 
to persuade by unity of inflection and gesture. 
One eflect must not destroy another. Divergence 
confuses the audience, and leaves no time for 
sentiment. 

It is well to remember that the stone becomes 
hollowed by the incessant fall of the drop of water 
in the same place. 

TAe Rhythm of Gesture. 

Gesture is at the same time melodic, or rather 
inflective, harmonic and rhythmic. It must em- 
brace the elements of music, since it corresponds to 
the soul ; it is the language of the soul, and the soul 
necessarily includes the life with its diverse methods 
of expression, and the mind. Gesture is melodic or 
inflective through the richness of its forms, har- 
monic through the multiplicity of parts that unite 
simultaneously to produce it Gesture is rhythmic 
through its movement, more or less slow, or more 
or lesis rapid. 

Gesture is, then, inevitably synthetic, and conse- 
quently harmonic; for harmony is but another 
name for synthesis. 

Each of the inflective, harmonic and rhydimic 
niodes has its peculiar law. 

The rhythmic law of gesture is thus formu- 
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**Thc rhythm of i^csturc is proportional to the 
mans to be moved." 

The more an organ is restrained, the more vehe- 
ment is itH impulse. 

This law is based upon the vibration of the |)en- 
dulum. Great levers have slow movements, small 
agcntH more rapid ones. Tlie head moves more 
rapidly when the torso and the eye have great 
facility of motion. Tlius the titillations of the eye 
are rapid as lightning. 

I1iis titillation always announces an emotion. 
Suqmse is feigned if there is no titillation. 

For example, at the unexpected visit of a friend 
there is a lighting up of the eye. Wherefore? 
Because the image is active in the imagination. 
Tliis is an image which passes within ourselves, 
which lies in inward phenomena. 

So in relation to material phenomena : there is a 
convergence, a direction of the eyes toward the 
object ; if the object changes place, the eyes cannot 
modify their manner of convergence; they must 
dose* to find a new direction, a convergence suited 
to the distance of the object. 

There is never sympathetic vision. The phe- 
nomena of the imagination are in the imagination 
at a fixed distance. When an image changes place 
in the idea, it produces a titillation equal to tliat 
which would be produced in the order of ma- 
terial things. For example, let us quote these 
lines: 
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**At last 1 have him in my |>o\vcr, 
Tliis fatal foe, this haughty conqueror ! 
Through him my captives leave their slavery.*' 

Here the body must be calm ; there is a sort of 
vehemence in the eyes ; it will be less in the head 
than in the arms. All these movements arc made, 
but the body remains firm. Generally the reverse 
takes place ; the whole body is moved ; but this is 
wrong. 

In tlicse words: "Where are they, these wretch- 
es?" there must be great violence in the upper 

ij part of the body, but the step is very calm. 

|i To aflfect a violent gait is an awkward habit. 

A modified slowness in the small agents creates 
emphasis; if we give them too great facility of 
movement, the gestures become mean and wretched. 
Rhythm is in marvelous accord with nature under 
the impulse of God. 

/wfiortatict of the Laws of Gesture. . 

We never really understand an author's meaning. 
Every one is free to interpret him according to his 
individual instinct. Hut we must know how to jus* 
tify his interpretation by gesture. Principles must 
aid us in choosing a point of view in accordance 
with his individual nature'; otherwise incoherence is 
inevitable. Hence rules are indispensable. But 
when the law is known, each applies it in accordance 

ii with his own idea. 

; \. The author himself cannot read without rules, in 

i 
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such a manner as to convey the ideas he intended to 
express. Only through rules can we become free in 
our interpretation ; we are not free without law» for 
in this case we are subject to the caprice of some 
master. 

The student of oratory should liot be a servile 
copyist In the arrangement of his eflfects, he must 
copy, imitate and compose. Let him first reproduce 
a fixed model, the lesson of the master. This is to 
copy. Let him then reproduce the lesson in the 
absence of the master. This is to imitate. Finally, 
let him reproduce a fugitive model. This is to com- 
pose. 

Thus to reproduce a lesson, to give its analysis 
and synthesis, is to disjoint, to unite and to reunite ; 
this is the progressive order of work. 

The copying and imitative exercise^ should be 
followed by compositions, applying the principles 
already known. The orator may be allowed play 
for his peculiar genius; he may be sublime even in 
employing some foolish trick of his art But what- 
ever he does, he must be guided by fixed rules. 




CHAPTER V. 

OF GESTURE IN PARTICUIAR. 

Tlu Head. 

The dynamic apparatus is composed of the head, 
the torso and the limbs. As in the vocal apparatus* 
wc have the lever, the impelling force, and the ful- 
crum. 

Tlie dynamic apparatus produces gesture, which 
renders the moral or normal state; as the voice 
expresses inflection and reveals the sensitive state. 

The head must be studied under two relations: 
as the agent of expression through its movements, 
and as the centre of attraction ; that is, the point of 
departure or arrival for the different gestures of the 
arm. 

Let us now apply ourselves to the signification of 
the movements of the head and eyes, the face and 
lips. 

Tlu Movements 0/ tlu Head. 

There are two sorts of movements of the head : 
movements of attitude and fugitive movements. 

MavetPUfits of Attitude. — The head has nine pri- 
mary attitudes, from which many others proceed. 

In the normal attitude, the head is neither, high 
nor low. 

In the concentric attitude the head is lo wer e d ; 
this is the reflective state. 

5 
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drawn backward if tlic body is equally supported 
by the two legs ; in like manner the two amis may 
be carried in front if the torso bends backward. 
Tliis is allowable only in the first attitude of the 
base, or in a similar attitude. 

The harmonic law of gesture Is the static law /ar 
txccllaue. 

It is of childlike simplicity. We employ it in 
walking ; also when we carry a weight in one hand, 
the other rises. The law consists in placing the 
acting levers in opposition, and thus realizing equi- 
librium. All that is in equilibrium is harmonized. 
All ancient art is based upon this op|M>sition of 
levers. Modern art, with but few exceptions, is 
quite the contrary. 

Here is an example of the observance of this 
rule : If the head and arms are in action, the head 
must move in opposition to the arms and the hand. 
If both move in the same direction, there is a defect 
in equilibrium, and awkwardness results. 

When tlie arm rises to the head, the head bends 
forward and meets it half-way. Tlie reverse is true. 
Kvcry movement in the hand has its responsive 
movement in the head. If the head advances, the 
hand withdraws. The movements must balance, so 
th«it the body may be in equilibrium and remain 
balanced. 

Here is the diflerence between ancient and 
modem art Let us suppose a statue of Corneille 
reading his works. To-day we should pose it with 
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If the head inclines away from the interlocutor, 
it is strata^^em or suspicion. 

All other attitudes of the head arc mod ificat ions 
of these. These nine attitudes characterize states, 
that is, sentiments, but sentiments which are fugi- 
tive. Hither of these attitudes m«iy be aflectcd 
until it becomes habitual. But there are movements 
which cannot be habitually aflfccted, which can only 
modify ty|>es and attitudes of the inflections of the 
head. These slxq fugitive movements, 

'Hiere are nine inflections or fugitive movements 
of the head : — 

1. If a forward movement, it ends in an upri|^ht 
j one, with elevated chin, and indicates interrogation, 

hope, appellation, desire. 

2. The same movement with the chin lowered* 
indicates doubt, resignation. 

3. A nod of the head» a forward movement, 
means confirmation, ycs^ or welL 

4. If the movement is brusque forward, it is the 
menace of a resolute man. 

5. The head thrown back means exaltation. 

6. If the movement is brusque backward, it is the 
menace of a weak man. 

7. Tliere are rotative inflections from one shouU 
dcr to the other ; this is impatience, regret 

8. The rotary movement of the head alone signi- 
fies negation, that is no. 

If the movement ends toward the interlocutor, it 
is simple negation. 
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If the movement ends opposite to him, it i 
tion with distrust. 

9. The rotative and ror\vard inflection wc 
note exaltation. 

The sense of this response, — " I do not 
when tidings of a friend are asked» may be 
by an inflection of the head. 

It is well to note h j\v these movements ar 
mitted from agent to agent 

All movements which severally aflcct th 
the hand, the body and the leg, may aflcct th< 

Tims the movement of negation is made 
hand. This movement is double. There i 
tion with direct resolution, and negation with 
resolution, which is elliptical. Tlie hand re 
the head recoils, and when the head ma! 
movement of impatience, the hand rises v 
head and says: — "Leave me alone, I do r 
to hear you." 

It is curious to see an inflection pass succ 
from the head to the hand, from the hand 
eye, from the eye to the shoulders, from tht 
ders to the arms, from the arms to the le^ 
the legs to the feet. 

For example: Above we have indicated a 
menace made by the head. One might trans 
menace to the hand and say: /'You will 
quarrel to settle with me I" 

Each agent has its r61e, and this is wl^ 
transmit their movements. 
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When the head has a serious part to play, it com- 
municates an inflective movement to tlie hand, which 
renders it terrible. 

A man who menaces with the head is not sure 
of his aim» but he who menaces with tlic hand is 
sure of striking right. In order to do this, the eye 
must be firmly fix^xi, as the eye necessarily 1o5h:s 
its power and accuracy by a movement of the 
head. 

There is great power in the menace communica- 
ted to the hand, a power not found in the otlicr 
movement. The head-menace is more physical, 
and the hand-menace more intellectual ; in the one 
the eye says a great deal, while in the other it says 
nothing. 

The orator cannot always make these gestures 
with facility. The menace may be elliptical. I1icn 
it must be made by the head, and expressed through 
the eyes. Tliis is why the speaker gazes downward 
as he makes it. 

It is the same downward or upward movement 
which is reproduced when the menace is concentric 
or elliptical. 

Tlic menace may be made in yet another way. 
The speaker docs not wish to express his opinion, 
and for fear of compromising himself with his eyes, 
he docs not gaze at his interlocutor ; he turns aside 
his glance, and the menace is communicated to the 
shoulder. This has less strength, because it is ren- 
dered by one of the sensitive agents. . 
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The man who threatens with the shoulder is more 
passionate ; but he is not the agent, he is passive. 

A simple menace may be made by the knee. 
The foot is susceptible of great mobility. A slight 
movement quickly changes its significance ; in pass- 
ing from one agent to another, it is modified by 
many ellipses. 

Criterion op tiie Head Attitudes. 
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These attitudes, being wholly characteristic, can- 
not be transmitted. They characterize the special 
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r6lc of the agent set in motion, while inflection is 
universal. 

The head alone expresses trouble, dejection. 

Dejection is in the head, as firmness is in the 
reins and exaltation in the shoulders. 

All the movements of the head are communicated 
to all the active organs. The head is always in 
opposition to the arms. The head must be turned 
away from the leg which is advanced. 

Men of small brain habitually carry their heads 
high. The head is lowered in proportion to the 
quantity of intelligence. 

Examine the criterion for the fixed attitudes of 
the head. 

Of the Eyes. 

The eye, in common with all the other agents, has 
nine primary expressions, three genera and nine 
species. 

The eye contains three agents: The optic or 
visual, the palpebral or pupil, and tlie eyebrow 
agent. Each of these has its peculiar sense, and 
we shall show how they are united. 

The optic agent has three direct or convergent 
glances. The eyes converge toward the object tl|cy 
examine, at such a point that if the object were 
there they would squint. A skilled observer can 
determine the distance of the object, upon seeing 
the two eyes. 

There is a revolving or divergent glance. If 
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both eyes project in parallel lines, they sec double. 
A drunken man sees double because the eyes do 
not converge. 

Between these two glances there is tlie ecstatic or 
parallel vision; but the object is not so far away 
that its distance may not be determined. The con- 
vergence is not appreciable. This it the dreamy 
expression. We shall here treat of one only, to 
which we refer the three others. Let us take the 
glance, passing by the optic agent, sin^e it is 
in all the phenomena we have to consider. 

There are three phenomena in the eyebrow: 
eccentric, concentric and normal. From these we 
derive nine terms. If the eye is normal, it is a pas- 
sive expression which determines nothing. If, with 
the same eye, the eyebrow is eccentric, there is a 
diflcrence ; one part of us tends vehemently toward 
something, and the other says : " It is not worth the 
trouble.** The sensitive part aspires, while the in- 
tellect says, ** This amounts to nothing." 

The concentric eyebrow indicates a mind discon- 
certed by fatigue or enfud, a contention of one part 
of the nature with the other, which resists, and says : 
'* I do not wish to be troubled about this ; it wearies 



The normal brow and the eccentric eye indicate 
stupor. 

Here there is again contrariety. One part of the 
being ardently aspires toward some object, while the 
other is powerless to aid it 
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The eye is purely an intellectual agent, denoting 
the various states of the mind. 

The eccentric eye and the elevated eyebrow de- 
note vehemence. This is an active state that will 
become astonishment. Many phenomena will arise 
and be subordinate to this movement; but it is 
vehemence /^ar excellence ; it is aspiration. 

If the brow lowers vehemently with the eyes 
open, it is not rage, but a state of mind independent 
of everything the senses or the heart can say. 

This is firmness of mind, a state of the will inde- 
pendent of every outside influence. It may be 
attention, or anger, or many other things. 

If the eye is concentric and tlie eyebrow in the 
normal state, it is slumber, fatigue. 

If the eyebrow is eccentric and the eye concen- 
tric, it will represent not indiflference only, but 
scorn, and after saying, '* This thing is worthless,** 
will add, '* I protest against it, I close my eyes.** 

If both the eye and eyebrow are concentric* 
there is contention of mind. This is a mind which 
seeks but does not possess. 

This explanation may be rendered more clear and 
easier to retain in mind by the following resume : 

. ( Concentric Contentioii of bUmI* 

> < Normal. 
•^C Eccentric 

. i Concentric 
>X NonnaL 
"C Eccentric 

. / Concentric 

> < Normal. 



Cbncentric eyebrow. 



Normal eyebrow. 



Eccentric eyebrow. 



Eccentric 



Had hnmor* 

Firmness, 

GrieC 

PassivciMss. 

Stupor. 

Scorn. 

Disclaan. 

AMonbhment. 
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The nine expressions of the eye correspond to 
each of the nine movements of the head. Thus the 
eye may give nine types of aflection, nine of pride, 
nine of sensualism, etc. This gives eighty-one ex- 
prcssions of the eye. Hence» knowing eighteen 
elements, we inevitably possess eighty-one. 

The nine expressions of the eye may be verified 
by tlic criterion. 

As a model, we give the nine expressions of the 
eye in the subjoined chart 
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1 

' SPECIES. 


GKNUS. 


1 
Ejre eccentric 


1 
ICyc n«>rmAl. 


t 
bye concentric* 


Kycbrow coiic 
II 


Firmnetii. 


IUmI hnmor. 


Contention of 
mind. 


Eyebrow norm. 
Ill 


Stnpor. 


Pastivc tUte. 

• 

• 


Griet 


Eyebrow ccc 
I 


Inipiratioa. 


Disdain. 


Seoul* 



For ordinary purposes it is sufficient to under- 
stand the nine primary expressions. There are 
many others which we merely indicate* In sleep 




76 GESTURE. 

there may be an inclination either way. The top 
of the eyebrow may be lifted. 

Thus in the concentric state, three types may be 
noted, and these go to make twenty-seven primary 
movements. The lower eyelid may be contracted ; 
the twenty-seven first movements may be examined 
with this, which makes 2 X 27. 

A movement of tlie check may contract the eye 
in an opposite direction, and this contraction may 
be total, which makes eighty-one expressions be* 
longing to the normal glance alone. 

This direct glance may also be direct on the infe- 
rior plane, which makes 2X81; for these are dis- 
tinct expressions which cannot be confounded. 

This movement could again be an upward one, 
which would make 3X81. 

The movement may be outward and superior, or 
it may be simply outward ; it may also be outward 
and inferior. A special sense is attached to each 
of these movements, — ^a sense which cannot be con- 
founded with any of the preceding movements. 

By making the same computation for the three 
glances above noted, we shall have from eight to 
nine hundred movements. 

All this may appear complicated, but with the key 
of the primary movements, nothing can be more 
simple than this deduction. 

The above chart with its exposition of the phases 
of the eye explains everything. A small eye is a 
sign of strength ; a large eye is a sign of languor. 
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A small oblique eye (the Chinese eye)» when asso- 
ciated with lateral development of the cranium, 
and ears drawn back, indicates a predisposition to 
murder. • 

The eye opens only in the first emotion ; then it 
becomes calm, closing gradually ; an eye wide open 
in emotion, denotes stupidity. 

0/ ttu Eyebrows. 

There are three thermometers: the eyebrow is 
the thermometer of the mind ; the shoulder is the 
thermometer of the life ; the thumb is the ther- 
mometer of the will. 

There is parallelism between the eye and the 
voice. The voice lowered and the brow lifted, 
indicate a desire to create surprise, and a lack of 
mental depth. 

It is very important to establish this parallelism 
between the movements of the brow and voice. 

The lowered brow signifies retention, repulsion : 
it is the signification of a closed door. The eleva- 
ted brow means the open door. The mind opens 
to let in the light or to allow it to escape. The 
eyebrow is nothing less than the door of intelli- 
gence. Ini falling, the voice repels. The eflforts in 
repulsion and retention are equal. 

The inflections are in accord with the eyebrows. 
When the brows are raised, the voice is raised. 
This is the normal movement of the voice in rela- 
tion to the eyebrow. 
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SoincUmcs the eyebrow is in contradiction to the 
movement of the voice. Then there is always 
ellipse ; it is a thought unexpressed. Hie contra- 
diction between these two agents always proves 
that we must seek in the words which these phe- 
nomena modifyt something other than they seem to 
say. I*\>r instance, when we reply to a story just 
told us, with this excKimation : *^ Indeed!*^ 

If the brow and voice are lowered, the case is 
grave and demands much consideration. 

If brow and voice are elevated, the expression is 
u.ually mild, amiable and aflfectionate. 

If the voice is raised and the brow lowered, the 
form is doubtful and suspicious. With the brow 
concentric, the hand is repellent. 

Both brow and hand concentric denote repulsion 
or retention ; this is always the case with a door. 

Both brow and hand eccentric mean inspiration, 
or allowing departure without concern. 

There is homogeneity between the face, the eye- 
brow and the hand. 

The degree and nature of the emotion must be 
shown in the face, otherwise there will be only 
grimace. 

The hand is simply another expression of the 
iace. The face gives the hand its significance. 
Hand nx>vements without facial expression would 
be purely automatic. The face has the first word, 
the hand completes the sense. Tlicre are eighty- 
one movements of the hand impossible to the face ; 
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hence, without the hand, the face cannot express 
everything. Hie hand is the detailed explanation 
of wh«'it the face has sought to say. 

Hiere are expressions of the hand consonant with 
the facial traits, and others dissonant: this is the 
beautiful. 

The weak hand and the strong face are the si^^n 
of impotence. 

The weak hand and the strong face arc the sign 
of perfidy. 

The tones of the voice vary according to the ex- 
pression of the face. Tlie face must speak, it must 
have charm. 

In laughing, the face is eccentric ; a sombre face 
is concentric. 

The face is the mirror of :the soul because it in 
the most impressionable agent, and consequently 
the most faithful in rendering the impressions of the 
soul. 

Not only may momentary emotions be read in 
the expression of the features, but by an inspection 
of the conformation of the face, the aptitude, 
thoughts, character .ind individual temperament 
may be dctennined. 

The difierence in faces comes from diflcrence in 
the configuration of profiles. 

There are three primitive and characteristic pro- 
files, of which all others are only derivations or 
shades, lliere is the upright, the concave and the 
convex profile. Each of these genera must pro- 
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ducc three spccicsi, and this gives again the accord 
of /v/Vfi". 

These diflerent species arise from the direction 
of the angles, as also from the position of the lips 
and nose. 

Uprightness responds to the perpendicular pro- 
file; chastity, to the concave; sensualism, to the 
convex. 

Ixt it be understood that we derogate in no way 
from the liberty of the man who remains always 
master of his will» his emotions and his inclinations. 

A criterion of the face is indispensable to the 
intelligent physiognomist* and as the lips and nose 
have much to do with the expression of the face, 
we offer an unerring diagnosis in the three following 
charts: 
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CHAPTER VI. 

OK TIIK TORSO. 

The torso includes the chest, and shares the 
shoulder movements with the arms. 

Th€ Chest. — ^Thcrc arc three chest attitudes, eccen- 
triCt concentric and normal. 

1. If the chest is greatly dilated, this is the 
eccentric state — the military attitude, the sign of 
energy. 

2. The normal, when the chest is in a state more 
homogeneous, less contentious, more sympathetic, 
as in the statue of Antinous. 

3. The concentric, when the chest is hollow, with 
the shoulders elevated and inclining forward. 

The convex eccentric chest is the sign of the 
agent, or of him who gives. 

The convex concentric chest or the pathetic, is 
the sign of tlie sufTercr, or of him who receives. 

The chest drawn in with the shoulders elevated, 
b the expression of the sublime. 

From these three positions, the eccentric, the con- 
centric and the normal, are derived nine degrees or 
spedet. Thus in each of these genera, the torso is 
inclined toward the speaker, or away from him, 
hence we have three times three, or nine, or the 
triple accord. 
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The chest need not be lowered ; it is here that all 
tlic energy concentrates. 

Tlu Sliouldcrs, — Every sensitive, agreeable or 
painful form is expressed by an elevation of tlie 
shoulders. The shoulders are the thermometer of 
the sensitive and passional life. If a man's shoul- 
ders are raised very decidedly, we may know that 
he is decidedly impressed. 

The head tells us whether this impression is joy- 
ous or sorrowful. Then tlie species belongs to the 
head, and the genus to the shoulder. 

If the shoulder indicates thirty degrees, the 
head must say whether it is warmth or cold- 
ness. The face will specify the nature of the sor- 
row or joy whose value the shoulders have deter- 
mined. 

The shoulder is one of the great powers of the 
orator. 

Hy a simple movement of the shoulder, he can 
make infinitely more impression than with all the 
outward gestures which are almost always theatrical, 
and not of a convincing sort. 

The shoulder, we have said, is the thermometer 
of emotion and of love. The movement is neutral 
and suited to joy as well as to sorrow; the eyes 
and mouth are present to specify it 

The shoulder, like all the agents, has three and 
hence nine distinct phases. 

The torso is divided into three parts : the thonieic» 
the epigastric and abdominaL 
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We shall state farther on, the rAle of these three 
important centres. 

Liars do not elevate their shoulders to the re- 
quired degree* hence the truth or falsity of a senti- 
ment may be known. 

Raphael has forgotten this principle in his 
^ Moses Smiting the Rock/* None of his figures, 
although joyous, elevate the shoulder. 
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CHAPTER VII. 

OP TIIK LIMBS. 

The limbs hold an important place in oratorical 
action. 

The study of the role of the arms and limbi 
therefore deserves serious attention. 

TAc Anns. 

In the arms we distinguish the deltoid or shoulder 
^\ movement, the inflection of tlie fore-arm^ the elbav, 

the wrist, the hand and the fingers. 

hiJUctio9n of the Forc^Arm. 

We have treated of what concerns the shoulder 
I in the chapter upon the torso. 

The arm has three movements: an upward and 
downward vertical movement, and a horisontal 
one. 

These movements derive their significance from 
the different angles formed by the fore-arm in 
relation to the arm. Let us first represent these 
different angles, and tlien we will explain the 
chart 
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All these diflcrent angles have their meaningt 
their absolute significance in affirmation. 

The movement at the right angle signifies: To be. 

Lower: Perhaps. 

Lower still : I doubt if it is so. 

Lower : It is improbable. 

Lower: It is not 

Lower : It is not possible. 

Ascending : This is proven* I have the proof in 
my hand. 

Higher: This is superlativ'ely beautiful. 

Higher: It is enchantingly beautiful. 

The degree of certainty in the affirmation varies 
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I with the angle which the fore-arm forms with the 

" arm. 

All tlicsc modes of affirmation may be applied to 
negation. For example : 

" It is impossible that this should not be. This 
cannot be." 

Thus all states of being, all forms of affirmation, 
belong to the acuteness or opening of an angle. 

The hanging arm signifies depression. The two 
arms should never extend the same way. If they 
follow each other, one should be more advanced 
than the other. Never allow parallelism. The ele- 
mentary gestures of the arms are represented in the 
foregoing chart. 

0/ tlu Elbow. 

) The elbow has nine movements, three primitive, 

as genera, and nine derivative, as species. There are 
the forward and backward movemcntn of the normal 
state. There are three degrees of height, and finally 
the forward and backward movements of extension. 

The elbow movements are relational. The epi- 
condyle is called the eye of the arm. 

Man slightly moves the torso, then the 8houkler» 
and finally the elbow. 

Among persons who would fain crush others, 
there is an elbow movement which seems to say^ ** I 
annihilate thee, I am above thee." 

The elbow turned outward signifies strength, pow- 
er, audacity, domination, arrogance, abruptness. 
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actjvityt abundance. The elbow drawn inward, 
signifies impotence, fear, subordination, humility, 
passivenesSy poverty of spirit 

Modest people have a slight outward movement 
of the elbow. The humble make an inward move- 
ment The elbow thrust forward or backward, indi- 
cates a yielding character. 

These movements should not be taken alone; 
they must be verified by the torso and the head. 
The shoulder characterizes the expression of the 
elbow nxyvements, just as the elbow verifies marked 
exaltation, by the elevation of the shoulder. 

It is by these little things that we determine mil- 
lions of movements and their meaning. We finally 
determine and class precisely five million move- 
ments of the diflferent agents of the arm. Tliis 
would seem enormous ; but it is nothing at all ; it 
is childlike simplicity. The elements being known, 
the process is always the same. Hence the advan- 
tage of possessing a criterion. With this criterion, 
we have everything. If vre possess nine, we possess 
twenty millions, which are no more than nine. 

Of the Wrisi. 

The wrist is a directing instrument for the fore- 
arm and the hand. 

The wrist has its three movements. 

It is eccentric when the extensor muscles are in 
motion. 

It is normal in the horizontal position. 
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It is concentric when the flexor muscles arc in 
action. 

In the concentric position the wrist b in prona- 
tion, for the thumb is turned downward ; this is the 
sign of a powerful will, because the pronator muscles 
have more power than the flexors. 

In the eccentric position the wrist is in supination ; 
that is, the back of the hand is downward ; this is 
the sign of impotence. 

The wrist has also forward and backward move- 
ments, either in pronation, in supination, or tlie nor- 
mal state. Thus there are nine phases for the wrist 

It is through the aid of the wrist that the aspects 
of the hand, placed upon the cube, receive, as we 
shall see, their precise signification. 

Tlic orator needs great suppleness in wrist move- 
ments to give grace, to the phases of the hand. 



Of tlu Hand. 

Man is perforce painter, poet, inspired dreamer 
or mystic, and scientist. 

He is a painter, to reveal the phenomena of the 
sensitive life; a poet, to admire the mysteries of 
grace ; a scientist, to make known the conceptions 
of the mind. Thus the hand has three presenta- 
tions, neither more nor less, to render that which 
passes in man in the sensitive, moral or intellectual 
state. . 

Let us now examine the three presentations of an 
open hand : its palmar, dorsal and digital aspect. 
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Tbc same thing may be expressed by these three 
presentations, but with shades of diflerencc in the . 
meaning. 

If we say that a thing is admirable, with the 
palms upward, it b to describe it perfectly. This is 
the demonstrative aspect 

If we say the same thing, displaying the back of 
the hand, it is with the sentiment of impotence. 
We have an idea of the thing, but it is so beautiful 
we cannot express it This is the mystic aspect 

If we present the digital extremity, it is as if we 
xaid: ''I have seen. I have weighed, I have num- 
bered the thing, I understand it from certain knowl- 
edge ; it is admirable, and I declare it so." These 
are the three aspects : the palnur, dorsal and dig- 
ital. 

Each of these attitudes of the hand may be pre- 
sented under three forms : the eccentric, normal and 
concentric. 

Each of these forms as genera, produces three 
species ; this gives the hand nine intrinsic attitudes, 
whose neutral signification will be specified and de- 
termined by the presentation of the hand upon the 
cube. 

Let us first take the normal state as genus, and 
we shall have the normal hand as species in the 
normal genus. This will then be the normo-normal 
attitude. 

By presenting the hand in pronation or supination 
borisootally, without spreading or folding the fin- 
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gers, we shall have that attitude which signifies 
abandon. 
' I Let us now take the eccentric species, still in the 

normal genus. 

Raise the hand somewhat with a slight parting of 
the fingers, and we have the eccentro-normal hand» 
which signifies expansion. 

Finally, let us consider the concentric species, still 
in the normal state. 

Present the hand lifeless and you have the con* 
centro-normal attitude, which signifies prostration. 

Let us pass on to the concentric genus. 

By closing the fingers with the thumb inward 
upon the middle one, we shall have the normo-con* 
centric hand, which signifies the tonic or power. 

To close the hand and place the thumb outside 
upon the index finger, signifies conflict This is the 
concentro-concentric hand. 

To bend the first joint with the fingers somewhat 
apart, indicates the eccentro-concentric hand. This 
^ is the convulsive state. 

^ Let us pass on to the eccentric genus. 

^ The fingers somewhat spread, denote the nonno- 

eccentric hand. This is exaltation. 

To spread the fingers and fold them to the 
second joint, indicates the concentro-concentric 
hand. This is retraction. 

To spread the fingers as much as possible, gives 
the eccentro-eccentric hand. This is exasperation. 

In the subjoined charts we can see an illuslrmtioa 
of the different attitudes of the hand. 
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The nine primitive forms of the hand are, 
seen, undetermined. 
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The hand is raised. Why? For what purpose? 
The presentation of the hand upon the surfaces of 
the cube will decide and specify. 
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By thb pretentation the nine movements of the 
hand correspond with the expressive movements of 
the arm. 

Take any cube whatever, — a book, a snuflT-box, 
or rather cast your eyes upon the foregoing chart, 
and examine it carefully. 

There are three directions in the cube : horizon- 
tal, vertical and transverse. Hence there are six 
bees, anterior, superior, inferior, intemo-lateral and 
extemo-lateraL 

Of what use are angles and faces? All this is 
necessary for those who would know the reason 
of the sentiments expressed by the hand. There 
are twenty-seven sorts of affirmation. We give nine 
of them with the six faces of the cube. 

TAe Digital Face. 

To place the hand, whether eccentric, concentric 
or normal, upon the upper face of the cube, is to 
hold, to protect, to control ; it is to say : *' I hold 
this under my protection." 

To place the hand upon the external side-face of 
the cube, signifies to belong ; it says : *'A11 this be- 
k>ngs to me.** It b the affirmation of the man who 
knows, who has had the thing in dispute under his 
own eyes, who has measured it, examined it in all 
its aspects. It is the affirmation of the connoisseur. 

To apply the hand to the inner side of the face is 
to let go. Here is the sense of thb affirmation: 
** You ouy say whatever you will, but I affirm in 
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spite of every observation^ in spite of all objection ; 
I affirm whether or no." 

The Back Face. 

There are three ways of touching the front face 
of the cube with the hand. 

A. — ^To touch it with the end of the fingers up- 
ward and the thumb inward, is to obtain : '' I have 
obtained great benefits^ I do not know how to ex- 
press my gratitude." Or rather: "I keep the 
object for myself; I do not care to let it be seen.'* 
This is tlie mystic face. Or yet again : " I contem- 
plate." • 

B. — ^To place the hand horizontally on the same 
face of the cube, is to restrain, or bound. " Go no 
farther, if you please ; all this belongs to me.** 

C. — ^To pjacc the hand upon the same anterior 
face of the cube, but with the extremities of the 
fingers vertically downward, means to retain. It 
says: "I reserve this for myself." Here, then, 
are three aspects for the anterior face of the cube. 

The Palniar Face. 

A. — ^To place the lower face of the cube in the 
hand, is to sustain. It is to say: *'I will sustain 
you in misfortune." 

B. — To apply as much as possible the palm upon 
the same posterior face of the cube, with the fingers 
downward, is to maintain : " I maintain what I have 
said." 

C. — ^To apply the hand upon the same face widi 
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the extremities of the fingers upward, is to con- 
tain, is to show the object — it is to disclose: *'I 
affirm ; you cannot doubt me ; I open my heart ; 
behold me !** 

There are, then, nine affirmations, which arc ex- 
plained by a mere view of the cube and its faces. 

The twelve edges of the cube give a double affir- 
mation ; the angles, a triple affirmation. Example 
for the edges : To place the hand on the back edge, 
means : ** I protect and I demonstrate." 

There arc three movements or inflections of the 
hand which must be pointed out : to hover, to insin- 
uate, to envelop. 

The three rhythmic actions of the hand must not 
be passed over in silence : to incline, to fall, to be 
precipitated. 

The aspects of the hands would be simply tele- 
graphic movements, were it not for the inflections 
of the voice, and, above all. the expression of the 
eyes. The expressions of the hand correspond to 
the voice. The hands arc the last thing demanded 
in a gesture ; but they must not remain motionless, 
as (if they were stifl", for instance) they might say 
more than was necessary. 

The hands are clasped in adoration, for it seems 
as if we held the thing we love, that we desire. 

The rubbing of the hands denotes joy. or an 
eager thirst for action ; in the absence of anything 
else to caress, we take the hand, we communicate 
our joy to it 
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There 18 a difference between the caress and the 
nibbing of the hands. 

In the caress, the hand extends eagerly, and 
passes lightly, undulatingiy, for fear of harming. 
There is an elevation of the shoulders. 

Tlie hand is an additional expression of tlie face. 
The movement must begin with the face^ the hand 
only completes and interprets the facial expression. 
The head and hand cannot act simultaneously to 
express the same sentiment One could not say $10 
with head and hands at the same time. The head 
commands and precedes the movement of the hand. 

The eyes, and not the head, may be parallel with 
the hand and the other agents. 

The hand with its palm upward may be caressing, 
if there is an elevation of the eyebrow; repellent 
with the eyebrow concentric. ^ 

Tlie waving hand may have much sense, accord- 
ing to the expression of the face. 

The eye is the essential agent, the hand is only 
the reverberatory agent; hence it must show less 
energy than the eye. 

Of the Fingers. 

Each finger has its separate function, but it is 
exclusive of the great expressions which constitute 
the accords of nine. These are interesting facts, 
but they do not spring naturally from the fountain 
of gesture. They are more intellectual than moraL 
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In a synthetic action all the fingers converge. A 
very energetic will is expressed by the clenched fist 

In dealing with a fact in detail, as we say: 
** Remark this well/' all the fingers open to bid us 
concern ourselves only with the part in dispute. 
This b analysis ; it is not moral, it is intellectual. 

If we speak of condensation we close the hand. 
If we have to do with a granulated object, we test it 
with the thumb and index finger. 

If it is cameous, we touch it with the thumb and 
middle fingen 

If the object is fluid, delicate, impressionable, we 
express it by the third finger. 

If it is pulverized, we tpuch it with the little 
finger. 

We change the finger as the body is solid, humid, 
delicate, or powdery. 

The orator who uses the fingers in gesticulation, 
gives proof of great delicacy of mind. 

0/ tlu Ugs. 

The legs have nine positions which we call base 
attitudes. 

We shall give a detailed description, summing up 
in a chart (>f the criterion of the legs at the end of 
this section. 

First Attiindc. — ^This consists in the equal balance 
of the body upon its two legs. It is that of a child 
posed upon its feet, neither of which extends farther 
than the other. This attitude is normal, and is the 
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sign of weakoesi, of respect; for respect is a sort 




of weakness for the person we address. It also 
characterizes infancy, dvca)-. 

Seemd AUiiude. — In this attitude the strong leg >• 
backward, the free one forward. This is the attitude 
of reflection, of concentration, of the strong nun. 




It indicates the absence of passions, or of concea- 
tred passions. It has something of ioteUigence ; 
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it b aeitber the positton of the child nor of the 
unctfitured man. It indicates calmness, strength, 
independence, ivbich are signs of intelligence. It is 
the concentric state. 

Third Amtitde.'^Here the strong leg is forward, 
the free leg backward. This is the type of vehe- 
It b the eccentric attitude. 




The orator who would appear passive, that is, as 
experiencing some emotion, or submitting to some 
action, must have a backward pose as in figure 2. 

If, on the contrary, he would communicate to his 
audience the expression of his will or of his own 
thought, he must have a forward poise as in figure 3. 

FtMulk AuUudc. — Here the strong leg is behind, 
as in the second attitude, but far more apart from 
other and more inflected. 

Thb b very nearly the attitude of the fencing 
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master, except the position of the loot* which 
straight instead of being turned outward. 





This is a sign of the weakness which follows 
vehemence. 

Natural weakness is portrayed in figure i ; sad* 
den weakness in figure 4. 

Fi/l/i Attitude.— Thi% is necessitated by the incli- 
nation of the torso to one side or the other. It is 
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a third to one tide. It is a passive attitude, pre- 
paratory to all oblique steps. It is passing or transi- 
thre, and ends all the angles formed by walking. It 
is in frequent use combined with the second. 

Sixik AUUudi. — ^This is one-third crossed. It is 
an attitude of great respect and ceremony, and is 
effective only in the presence of princes. 




SiVitiA AtiUtuU.'^ThiM b the first position, but 
tfie Iq^ are fiurther apart The free limb is turned 
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to one side ; both limbs arc strong. Tliis denotes 
intoxication, the man overwhelmed with astonish- 
ment, familiarity, repose. It is a double fifth. 

EiglUh AuUudc. — ^This is the second, with limbs 
farther apart It is the alternative attitude. The 
body faces one of the two legs. It is alternative 
from the fact that it ends in the expression of two 





extreme and opposite sentiments; that is» in tiie 
third or the fourth. It serves for eccentricity with 
reticence, for menace and jealousy. It is the type 
of hesitation. It is a parade attitude. At the same 
time oflensive and defensive, its aspect easily im- 
presses and leaves the auditor in doubt What b 
going to happen? What sentiment is going to arise 
from thb attitude which must have its solution 
either in the third or fourth? 

NinU% AuUtid€.—^Y\i\% is a stiflT second attttude, 
in which the strong leg and also the free one nre 
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equally rigid The body in this attitude bends 
backward; it b the sign of distrust and scorn. 




The legs have one aspect If, in the second, the 
ttrong leg advances slowly to find the other, it is the 
tiger about to leap upon his prey ; if, on the con« 
traiy, the free leg advances softly, the vengeance is 
fctarded* 

The menace made in figure 3, with inclination of 
the head and agitation of the index finger, is that 
of a valet who wishes to play some ill turn upon his 
master; for with the body bent and the arm ad- 
vanced, there is no intelligence. But it is ill-suited 
to vengeance, because that attitude should be strong 
and solid, with the eye making the indication better 
than the finger. 
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CHAPTER VIIL 

OP TIIE SEMKIOTIC, OR TlIE REASON OP GESTURE. 

Tlu Types which Characterise Gicstntr. 

The scmciotic is the science of signs, and hence 
the science of the form of gesture. Its object is to 
give the reason for the forms of g9sture according 
to the types that characterize it» the apparatus that 
modifies it, and the figures tliat represent it 

Tliere arc three sorts of types in man : constitu- 
tional or formal, fugitive or passional, and habitual. 

Tlie constitutional type is that which we have at 
birth. 

The passional type is that which is reproduced 
under the sway of passion. 

The habitual types are those which, frequently 
reproduced, come to modify even the bones of the 
man, and give him a particular constitution. 

Habit is a second nature, in fact, a habitual 
movement fashions the material and physical being 
in such a manner as to create a \y^ not inborn, 
and which is named habitual. 

To recognize constitutional types, we study the 
movements of the body, and the profound action 
which the habit of these movements exercises upon 
the body; and, as the type produced by thc!«c 
movements is in perfect analogy with the fonnaU 
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constitutional tyiKs, wc come through this analog;/ 
to infer constant phenomena from the passional 
form. Thus all the formal types are brought back 
to the passional types. 

Passional types explain habitual types, and these 
last explain constitutional types. Thus, when we 
know the sum of movements possible to an organ, 
when we know the sense of it, we arrive at that 
■cmeiotic through which the reason of a form is per- 
fectly given. 

Of Gtsiure Relative to Us Modifying Apparatus. 

Every gesture places itself in relation with the 
subject and the object. 

It is rare that a movement tending toward an 
object does not touch the double form. Thus, in 
saying that a thing is admirable, we start from a 
multitude of physical centres who.*ic sense wc arc to 
determine. When this sense is known, understand- 
ing the point of departure, we understand still better 
that of arrival. 

Thb division, which is not made at random, is 
reproduced in the subjoined diagram. 

1 represents the vital expression; 2, the intel- 
lectual; 3, the moral. We divide the face into 
three zones : the genal,* buccal, and frontal. 

The ei^pression is physical, moral and intellectual. 

In the posterior section of the head we have the 
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occipital, parietal and temporal zones. The life is 
in the occiput, the soul in the parietal zone» and the 





mind holds the temporal region near the forehead 
as its inalienable domicile. 

The chest is divided into the thoracic centre for 
the mind, into the epigastric for the soul, and into 
tlic abdominal for the life. 

The arm is divided into three sections: the del- 
toid, brachial and carp.il. 

This division is a rational one. Let us suppose 
this exclamation : " It is admirable I " Some say it 
starting from the shoulder, others from tlie chcst« 
others from the abdominal focus. These are three 
very distinct modes. There is more intelligence 
when the movement is from the thoracic centre. 
This concerns the honor, the dignity. 

When the movement is from the epigastrium, it is 
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moral in a high degree. For example: ''Tliis in 
beautiful 1 It is admirable 1 I know not why, but 
this gives me pleasure I " 

The movement from the abdomen indicates sen- 
suality, good nature, and stupidity. 

The movement is the same with the head. In 
emotion it proceeds from tlic chin; it is the life 
movement, it is instinct That from the cheeks, in- 
dicates sentiments, the most noble aflections. 

Carrying the hand to the forehead indicates intel- 
ligence. Here we seek relief from embarrassment, 
in tlie other head movements we do not seek it 
The one is a mental, the others are purely physical 
eflbrts. In the latter case one becomes violent and 
would fain give blows with his fist 

An infinite number of movements proceed from 
these various seats. 

We have now reached the scmeiotic standpoint, 
that of these very clear plans, the very starting 
point of gesture. 

The articular centres of the arms are called ther- 
mometers: the wrist, that of the organic physical 
life; the shoulder, that of the sensitive life; and 
the elbow, that of the relative life. 

The thumb has much expression; drawn back- 
ward it b a symbol of death, drawn forward it is the 
sign of life. Where there is abundance of life, the 
thumb stands out from the hand. If a friend 
promises me a service with the thumb drawn inward, 
lie deoeivet. If with the thumb in the normal state. 
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he is a submissive but not a devoted friend. He 
cannot be very much counted upon. If the thumb 
stands outward, we may rely upon his promise. 

We still find life, soul and mind in each division 
of the body. 

There are also a buccal, an occipital and an 
abdominal life. 

The body of man, with all its active and attractive 
foci, with all its manifestations^ may be considered 
an ellipse. 

Tlicse well-indicated divisions may be stated in an 
analytic formula : 






AttractiTe centres. 



Like: Occipital. 
MiNDt TciniH>ral. 
Soul: Parietal. 
MiNDt Frontal. 
StiULt Daccal. 
Like: Gcnal. 
Mind: Thoracic. 
Sou I.: Epigaiitric. 
Like: Abdominal. 
Like: Shoulden. 
Soul: Elbows. 
Mind: Wrists. 
Like: Thigh. 
SotJL: Knee. 
Mind I Foot. 



} 

I 

s 

\ 
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This is the proper place to fix the definition of 
each division by some familiar illustration. 

Let us take an individual in a somewhat embar- 
rassed situation. He is a gentleman who has been 
overcome by wine. We see him touching the tern* 
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poral bone* or the car, as if to seek some expedient : 
the strategic mind is there. 

Let us begin with the descending gamut* and let 
the hand pass over all the divisions of the attractive 
centres. 

At the occiput: Here is an adventure! I have 
really had too strong a dose of them I 

At the parietal bone : What a shame I 

At the temporal bone : What will the people say 
of me? 

At the forehead: Reason however tells me to 
pause. 

At the buccal zone : How shall I dare reappear 
before those who have seen me in this state I 

At the genal zone : But they did serve such good 
wine! 

At the breast : Reason long ago advised temper- 
ance to me. 

At the epigastrium: I have so many regrets 
every time I transgress I 

At the abdomen : The devil I Gourmandism I I 
am a wretched creature I 

The same illustrations may be reproduced in the 
rising scale. 

When the parietals are touched, the idea and the 
sentiment are very elevated. As the foci rise, they 
become more exalted. 

Let this be considered from another point of view. 
We shall reproduce gratitude by touching all the 
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They have been centres of attraction, we shall 
render them points of departure. 

'• 1 thank you ! " The more elevated the move- 
ments, the more nobility there is in the expression 
of the sentiment. The exaltation is proportioxuil 
to the section indicated. 

The posterior region is very interesting. There 
}. 1 arc three sorts of vertebra:: cervical, dorsal and 

i: 'i lumbar. 

iy.;'i This apparatus may first be considered as a lever. 

' * i But taking^ the vertical column alone, we shall have 

* "y 

".v twenty-four special and distinct keys whose action 

. f and tonality will be entirely specific. From these 

twenty-four vcrtcbraj proceed the nervous plcxi, all 
aiding a particular expression ; so that the vertebral 
cohimn forms the keys of the sympathetic human 
instrument 

If the finger is cut, there is a special emotion in 
one place of the vertebral column. 

If the finger is crushed by the blow of a hammer, 
the emotion will affect a special vertebra. 

The nose is one of the most complex and impor- 
tant agents. 

There are here nine divisions to be studied. (See 
page 82.) 
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CHAPTER IX, 

OP GESTURE IN RELATION H) THE FIGURES WHICH 

REPRESENT IT. 

Gesture through its inflections may reproduce all 
the figures of geomctr>'. \Vc shall confine our- 
selves to a description of the primary and most 
usual imitative inflections. 

These inflections coipprisc three sorts oi move* 
ments aflectcd by each gesture, which usually unite 
and constitute a synthetic form, lliese three move- 
ments agree with the three primary actions which 
characterize the manifestations of the soul, the 
mind and the life. Tliese are direct, circular and 
oblique inflections. 

The flexor movements arc direct, the rotary 
movements circular, the abductor}' movements ob- 
lique. Tlie sum of these movements constitutes 
nine co-essential terms, whose union forms the ac- 
cord of nine. 

There are rising, falling and medium inflections. 

Gesture does everything that the \'oice does in 
rising. Hence there is great aflinity between the 
voice and the arms. Vocal inflection is like the 
gestures of the blind ; in fact, with acquaintance, 
one may know the nature of the gesture from the 
sound of the voice. 
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|»<| Wc exalt people by <i circle. We say that a thin}; 

f' :^ is beautiful, noble, };nind — niakiii}; circles which grow 

•'4 higher and broader as the object is more elevated. 

> '-/l We choose the circle for exalting; and caressing;. 

i.'J} because the circle is the most ai^recablc form to 

{: «; touch and to caress. For example, an ivor\' balU 

This form applies to all th.it is f^^i. 

VoT God there is no circle, there can be none. 

But wc outline a portion of an immense circle, of 

' ,>. which wc can touch but one point Wc indicate 

only the inner periphery of «! circle it is impossible 

to finish, and then retrace our .steps. 

When the circle is m.'ide small, wc make it with 
one, two, three or four fingers, with the hand, with 
the arm. If the circle is vast as can be made 
with the arms, it is homogeneous. 

Hut a small circle made with the arm will expres» 
stupidity. Tims we say of a witty man : •• Tliis is a 
witty man." emj)loying the fingers. 

Stupidity wishing to simulate this, would make a 
broad movement. 

lA:t rs take the fable of Cn/ZaiM Rcnard as an 
•i example of this view of the circle. 

I depict the cunning nature of this captain uith 
m>' fingers. Without this he would not be a captain ; 
'but at most a corporal. 

■ 

— "He went in company 
With his friend He-Goat of the branching horna. 
; The one could see no farther than his nose ; 

The other was past master in deceit." 
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As they go along, the fox relates all his exploits 
to the goatt and the goat surprised, and wishing an 
end of the recital* sees fit to make a gesture, as he 
says: 

** I admire people full of sense like you/' 

In making the small circle, he employs not only 
the fingers, but the arm, the shoulder, the whole 
body. He is an imbecile. He wastes too much 
eflbrt in making a small circle. 

Ixt us take a situation from an opera. When; 

Robert enters and sees Isabella, he says of her: 

• 

**This peaceful sleep, this lull of every sense. 
Lends a yet sweeter charm to this young face.** 

The gesture is in the form of a geometrical 
figure. 

In another place, Robert says : 

" Thy voice, proud beauty, few can understand." 



Here a spheroidal and then a rectangular move- 
ment must be made. We close the door. '* Her 
voice will be understood by me, alone." He might 
say : *' Thy voice, proud beauty, will not be under- 
stood. It will be elevated for me, and not for 
others." 

Every sentiment has its form, its plastic exprcs-* 
sion, and as its form is more or less elaborated, we 
may judge of the elevation of the speaker's thought 
If we could }itercotypc gesture, we might say: 
** Thb one has the more elevated heart, that one tlie 
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least elevated ; this one in the matter, that one in 
the spirit of his discourse." 

All gestures may be very well delineated. An 
orator gesticulating before the public, resembles a 
painter who pencils outlines and designs upon a 
wall. 

This reproduction of the figures of gesture is 
called Cliorography. We give in the subjoined 
chart some types of gesture. These are a few 
flowers culled from a rich garden. 

To express sensual grace the gesture takes the 
downward spheroidal form. Tlie virtuous form 
would be upward. 

If wc wish to express many attractive things, we 
make many spheroidal gestures. 

What is called the culminating point of the ges- 
ture, must not be forgotten. This is a ring in the 
form of the last stroke of the German letter IT* 
^j which is made by a quick, electric movement of the 

i wrist 

We refer the student to the close of the volume, 
for a model of exercises comprising a aeries of ges- 
tures which express the most eloquent sentiments 
of the human heart. 
^ This exercise in gesture has two advantages: it 

presents all the interest of the most fascinating 
drama, and is the best means of gaining suppleness 
by accustoming ourselves to the laws of gesture* 
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Criterion op Ciiorography. 
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iNFlECnVK MEDALUON. 




1'he vertical line I cxpmtei tffimulion. The horitMiUl line t 
expmiei necalion. The oUiqac line 3 reiecU UnpicaUe ikinck 
Tlie olilique line 4 reJMU thiojpi vhlch oppreu u, of whkk we 

J. Tlie (|uBrlcr-drcl«, vba»e Ibrm recalls ihat of the hewnt. 
exprexMi wvll-licinB. )M|ipiDeiu, cimlidcacc. 

6. l*he cntvilinear cccenlric quarter-circle cxjireuo Mcreej, •!• 
Icncc, |Hmie«>iinii ikminolian, ilahililjt, impo 

7. The cDrvilinear outnide ciuarler-circle ei 
delicate (in two wajr*); the downward movcncBI npreua Moell 
ami intellect aal delicncy. 

8. The oaiiide qwtrter-drcle eapmiei exebeiuee, plrwilil^ 
•mi^itBdc, (renemoiijr. 

9. The circle which (snowtda and cmbnwe*, charactcrttCB glerift. 
tathwi and eaallatinn. 
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ARTICULATE LANGUAGE 
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cscis^ am ,Rscutr ore JBoacieat - he 

XC mist ^nz^ Ellis' 

era j(i ::2sc c ussy' x aup pq & aaai aad tr 
:sr'TU'^ 3c »3sc!k Tjere arc nixi|^ wiiich ^^^ be 
Tccfts- 3^ wumi Ji.'r ^ocutv. For in- 
cs. unv sjuj -vc «r ac cic :aixie tizac of a 
Ttoic ' It s 3C3ucaiu mt sc Ilss bo saicIL* 
Tioictt ixu^c :a%:«x be rorcaicu by oxrvmtiooal 
?^p5N TP-nca jrt arreiJ a rc tt. Tbercsbcc. God has 
ctmovcu Ttsa mci rte rcfi p& of speech. 

5cvodi s r^: xaae cc tiiis ss&eCiseacc ; sound the 
^nx2K ^V :ixc ice. aoc ^escise dkat o£ the heart. 

5cu. ccnnxiuascttes vidi wol ooly through the 
^<^t:v9. TSf sesEses are d»e cooditioa of man as a 
?il^.sx oc tXA earcBL Man is obUged to materialize 
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all : the sensations through the voice, the sentiments 
through gesture, the ideas through speech. Tlie 
means of transmission are always material. Tliis is 
why the church has sacraments, an exterior worship, 
chants, ceremonies. All its institutions arise from a 
principle eminently philosophical. 

Speech is formed by three agents : the lips, the 
tongue and the soft-palate. 

It is delightful to study the special r61c of these 
agents, the reason of their movements. 

They have a series of gestures that may be per- 
fectly understood. Thus language resembles tiie 
hand, having also its gesture. 




CHAFFER II. 

ELEMENTS OK AKTICUI^TK IwlNGUAGE. 

Iwcry language is composed of consonants and 
vowels. These consonants and vowels arc gestures. 
I1ie value of the consonant is the gesture of the 
thing expressed. Dut as gesture is always the 
expression of a moral fact, cich consonant has the 
intrinsic character of a movement of the heart. It 
is c.'tsN- to prove that the consonant is a gesture. 
For example, in articulating it, tlie tongue rises to 
the ])alate and makes the s;mie movement as the arm 
when it would repel something. 

The elements of all languages have the saoie 
meaning. The vowels correspond directly to the 
moral state. 

There is diversity of language because the things 
we wish to express var>' from difference in usage 
and diflTerence of manner and climate. What we 
call a shoe, bears among northern people a name 
indicating that it protects the feet from the cold ; 
among southern people it protects the feet from the 
heat EIse\vhere the shoe protects the feet against 
the roughness of the soil ; and in yet other places* 
it exists only as a defensive object — a weapon. 

These diverse interpretations require diverse signs. 
This does not prove the diversity of language, but 
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the divenity of the Jicnscs affected by the same 
object. 

Thinipt are perceived only after the fashion of the 
p<nreiver, and this is why the syllables vary among 
diflcrcnt peoples. 

Nevertheless, there is but one language. We find 
cx'erywhere these words : / an active personality, mc 
a passive personality, and ////W an awarding i>erson- 
alit}% In every language we find the subject, the 
verb and the adjective. 

Every articulate language is composed of substan- 
tive, adjective and copulative ideas. 

All arts are found in articulation. Sound is the 
articulation of the vocal apparatus; gesture the 
articulation of the dynamic apparatus ; language the 
articulation of the buccal apparatus. Tliercfore, 
music, the plastic arts and si^cech have their origin 
and their perfection in articulation. 

It is, then, of the utmost importance to understand 
thoroughly the elements of speech, which is at the 
same time a vocalization and a dynamic. Without 
this knowledge no oratorical art is possible. 

Let us now hasten to take potscisioa of the ri< 
of speech. 
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CHAPTER IIL 



THE ORATORICAL VALUK OF SPEECH. 

The privilege of s(>eech may be considered under 
a double aspect, in itself and in its relations to the 
art of oratory'. 

I. /// /fsi'//. — Speech is the most wonderful jjift 
of the Creator. Tlirough sjieech man occupies the 
first rank in the scale of being. It is the lan{:^iage 
of the reason, and reason lifts man above ever}* 
creature. Man through speech incarnates his mind 
to unite himself with his fellow-men. as the Sc^n of 

« 

God was incarnated to unite with human nature; 

like the Son of God who nouri.shes humanity uith 
- his body in the eucharist. so main makes his speech 

understood by multitudes who receive it entire, 

without division or diminution. 
} Eternal thanks to God for this ineffable gift, so 

great in itself, of such v«ilue in the art of orator>*! 
;' 2. What is the oratorical value of speech? In 

oratorical art, sfHrech plays a subordinate but indis- 
f pensable r61e. 

Let us examine separately the two members of 
^ this proposition. 

\ A. — In the hierarchy of oratorical powers, speech 

comes only in the third order. In fact, the child 
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bc);ins to utter cries and to {{csticulatc before he 
speaksi. 

The text b only a label. The sense h'cs not in 
speech, but in inflection and gesture. Nature insti- 
tutes a movement, speech names the movement 
Writing is a dead letter. 

Speech is only the title of that which gesture has 
announced ; speech comes only to confirm what is 
already understood by the auditors. 

Wo are moved in reading, not so much by what is 
said, as by the manner of reading. It is not what 
we hear that affects us, but that which we ourselves 
imagine. 

An author cannot fully express his ideas in writ- 
ing ; hence the interpretation of the hearer is often 
false, because ho does not know the writer. 

It is remarkable, the way in which we refer every- 
thing to ourselves. We must needs create a sem- 
blance of it. We are aflected by a discourse because 
we place the personage in a situation our fancy has 
created. Hence it happens that we may be wrong 
in our interpretation, and that the author might say : 
••This is not my moaning." 

In hearing a symphony we at once imagine a 
scene, we give it .in aspect ; this is why it aflccts us. 

A written discourse requires many illustrative 
epithets: in a spoken discourse* the adjectives may 
be replaced by gesture and inflection. 

Imitation is the melody of the oyo, inflection is 
the melody of the ear. All that strikes the eye has 
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I i a soiiiul ; this is why the si|^ht of tlic stars produces 

i j an enchanting; melody in our souls. 

\ ^-i Hence in a discourse, speech is the letter, and it 

'^ ' is inflection and gesture which give it life. Never- 

> \; thclcss : — 

r v^ B. — ^Tlie rdle of speech, although subordinate, is 

^ not only important, but necessary. In fact, human 

i language, cxs we have said, is composed of inflection, 

' gesture and speech. 

l^uiguage would not be complete without speech. 
^ Speech has nothing to do with sentiment, it is true, 

■* but a discourse is not all sentiment; there is a place 

for reason, for demonstration, and u|H>n this ground 
gesture has nothing to do; the entire H'oric here ialls 
back upon s|>eech. 

Speech is the crown of oratorical action ; it is this 
which gives the final elucidation, which justifies gcs* 
ture. Gesture has depicted the object the B^og^ 
and speech responds ; dk^ 
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CHAFFER IV. 

THE VALUE OK WORDS IV PHRASES. 

Expression is very difficult One may possess 
great knowledge and lack power to express it Elo- 
quence does not always accompany intellect. As a 
rule, poets do not know how to rctid what they have 
written. Hence we may estimate the importance of 
understanding the value of the difTcrent portions of 
a discourse. I^t us now examine intellectual lan- 
guage in relation to intensity of ideas. 

There are nine species of words, or nine species 
of ideas. The article need not be counted, since it 
is lacking in several languages. It is the accord of 
nine which composes the language, and which cor- 
responds to the numbers. Every word has a deter- 
minate, mathematical value. 

As many unities must be reckoned on the initial 
consonant as there are values in the word. 

Thus the subject has less value than the attribute. 

The attribute has a value of s«x degrees and rep- 
resents six times the intensity of the subject Why? 
Because God has uHlled that we should formulate 
our idea with mathematical intensities. 

The value rests only upon the initial consonant 
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of the word. Words have only one expressive por- 
tion, that is, the initial consonant It receives the 
whole value, and is the invariable part of the H-onl. 
It is the root. Words are transformed in pacing 
from language to language, and nevertheless retain 
their radical. 

How shall we say that a flower is charming? 

Do not demand of intensity of sound a value it 
does not possess. It suffices to await the articula- 
tion of the consonant 

The most normal phenomena remain true to 
mechanical laws. The mere articulation of the word 
expresses more than all the vocal and imitative 
eflccts that can be introduced. 

Most speakers dwell upon the final word ; this 
habit is absolutely opposed to the nature of heart 
movements. This school habit is hard to correct, 
and if Rachel became a great artiste, it was because 
she did not have this precedent 

Tlie subject represents one degree; it is the 
weakest expression. 

The verb represents two degrees; the attribute 
six. Let us illustrate the manner of passing from 
one to six as follows : 

A rustic comes to visit you upon some .sort of 
business. This man has a purpose. As you are a 
musician he is surprised by his first sight of a piano. 
He says to himself : "What is this? It is a singular 
object" 

It is neither a table nor a cupboard. He now 
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perceives the ivory keys and other keys of ebony. 
What can this mean? He stands confounded before 
an instrument entirely new to him. If it were given 
to him, he would not know what to do with it ; he 
might bum it The piano interests him so much 
that he forgets the object of his visit. 

He sees you arrive. You occupy for him the place 
of the verb in relation to the object which interests 
him. He passes from this object to you. Although 
you are not the object which engrosses him, there 
is a progression in the interest, because he knowsi 
that through you he will learn what this piece of 
furniture is. '*Tell me what this ist" he cries. 

You strike the piano; it gives forth an accord. 
O heavens, how beautiful I He is greatly moved, he 
utters many expressions of delight, and now he 
wiiuld not bum the instrument. 

Here is a progression. At first the piece of fur- 
niture interests him ; then its owner still more ; at 
last the attributes of the piano give it its entire 

value. 

Butwhy six degrees upon the last term ? The value 
of a fact comes from its limitation ; the knowledge 
of an idea also proceeds from its limitation. A fact 
in its general and vague expression, awakens but 
little interest But as it descends from the genus 
to the species, from the species to the individual, it 
grows more interesting. It comes more within our 
capacity. We do not embrace the vast circle of a 
generic fact 
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Let US take another proposition : "A flower is 
pleasing.'* 

S4S« 

I 3 

Lorthaibffart 
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— ihM 
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Tlie word flower alone says nothing to the imai;- 
ination. Is it a rose or a lily of the valley? Tlic 
expression is too vague. When the idea of genu!i 
is modified by that of speeies, we are better satisfied. 

Let us say: "The flower of the forest" This 
word forest conveys an idea to the mind. Wc can 
make our bouquet. We think of the lily of the 
valley, of the violet, tlie anemone, the periwinkle. 
This restriction gives value to the subject. Forest is 
more important than the verb which does not com* 
plete the idea, and less important tlian pleasing. 
Therefore we place 3 upon forest^ and shall rank 
pleasing from 3 to 4, since it closes the assertion. 

If we individualize by the word ////>, we augment 
the value by giving actuality to the word Jfawer. 
This has more value than tlie forest^ because it dcjfc- 
ignates the subject Hence this has four degrees. 

As pleasi9ig forms the very essence of our prop- 
osition, we are obliged to give it five degrees. 

The idea is still somewhat vague. If I specify it 
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sdill further by noLyin^ this little Jowcr, littU has a 
hi;;hcr value than all the other words. 

What value shall we give this adjective ? We have 
reached five, but have not yet fully expressed the 
idea which impresses us. Little must therefore have 
six degrees. 

This Is the sole law for all the languages of 
the world. There are no two ways of articulating 
the words of a discourse. When we learn a dis- 
course by heart in order to deliver it, and take no 
account of the value of the terms, tlie divine law is 
rcvcrsctl. 

Now, if we could introduce an expression here, 
which would at once enhance the value of the word 
l^lcauHg^ it would evidently be stronger than all the 
tithers. In fact, if the way in which a thing is |)lcas- 
ing can be expressed, it is evident that this manner 
tif being pleasing will rise above the word itself. 

We dt> not know the pro|K>rtion in which the 
(lower is pleasing. We will say that it is very pleas- 
ing. This adverb gives the word pleasing a new 
value. It is in turn modified. If we should say 
immensely^ or use any other adverb of quantity, the 
value u-ould remain the same. It would still be a 
modification. Thus, when we say of God that he is 
goofl^ immense^ iufimte^ there is always a limitation 
attached to the idea of God, — a limitation necessary 
to our nature. For God is not good in the way we 
understand goodness or greatness: but our finite 
minds need some expression for our idea. 
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VVc sec the word pleasing modified in turn, and 
the term which modifies it, is higher than itself. 
V\Ty pleasing^ — what value shall wc give it? We 
can give it no more than seven here. 

A single word may obliterate the eficct produced 
by all these expressions. A simple conjunction may 
be introduced which will entirely modify all we ha\'e 
taken pains to say. It is a but. But is an entire 
discourse. We no longer believe what has been said 
hitherto, but what follows this wortl. This conjunc- 
4 tion has a value of eight degrees, a value possible 

A to all conjunctions without exception. It sums up 

\ the changes indicated by subsequent expressions, and 

\\ embraces them synthetically. It has» tlicn, a very 

■*^ great oratorical value. 

■ < 
•> The Conjunction. 

Vf I. We refer here only to conjunctions in the cUip- 

V tical sense. The conjunction is an ellipse, because 

' % it is the middle term between two members of the 

.sentence which are the extremes ; it recalls what has 
just been said, and indicates what is to come. Con- 
sidered in itself, the word and^ when elliptical cm- 
braces what h<is just been said, and what is about to 
be said. All this is founded upon the principle that 
;i the me.ins are equal to the extremes. 

\ 2. l*he copulative or cnumerativc conjunctions, 

i have only two degrees. We see that a conjunction 

is not elliptical when, instead of uniting proposttioiit» 
^ it unites only ideas of the same character. 
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3. Determinative conjunctionii have only three 
degrees. For example: "It is necessary tliat I 
ahould work.'* Thai has only three degrees. 

4. The values indicated can be changed only by 
additional values justified by gesture. Thus in tlie 
phrase: **This medley of glory and honor," — the 
value of tlie word mcMcy can and must be changed ; 
but a gesture b necessary, for speech is dnly a feeble 
echo of gesture. Only gesture can justify a value 
other than that indicated in tliis demonstration. 
This value is purely grammatical, but the gesture 
may give it a superlative idea, which we call addi- 
tional value. Tlie value of consonants may vary in 
the pronunciation according to their valuation by 
the speakem. 

More or less value is given to the degrees noted and 
to be noted, as there is more or less emotion in the 
speaker. This explains why a gesture, which expresses 
an emotion of tlie soul, justifies changing the gram- 
matical value in the pronunciation of consonants. 

5. Kven aside from additional values, the gesture 
must always precede the articulation of the initial 
consonant Otherwise to observe the degree would 
be supremely ridiculous. The speaker would n> 
semble a skeleton, a statue. The law of values 
becomes vital only through gesture and inflection. 
Stripped of the poetry of gesture and inflection, the 
application of the law is monstrous. 

To place six degrees upon pleating without get* 
ture, b abominable. 
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Wo now understand the spirit of gesture, which is 

:| given to man to justify values. It is for him to do- 

.% cide whetlier the proposition is true or not. If we 

;4 deprive our discourse of gestures, no way is left to 

;\ prove the truth of values. Thus gesture is prescribed 

^ - by certain figures, and we shall now see from a proj>- 

\ osition, how many gestures are needed, and to what 

:| word the gesture should be given. 
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77/r CoujinutioH Continued — Varions Examples. 
\\ The degree of value given to the conjunction, 

may be represented by the figure 8. 

Let us justify this valuation by citing these two 
\ lines of Racine : 

"Tlie wave comes on, it breaks, and vomits 
'ncath our eyes, 
\ Amid the floods of foam, a monster 

grim and dire." 

The ordinary reader would allow the conjunction 
and to pass unperceived, because the word is not 
,j sonorous, and we accord oratorical eflects only to 

I sonorous words. Dut the man who sees the mean- 

ing fully, and who adds and^ has said the whole. 
The other words are important, but everything is 
^j implied in this conjunction. 

; A Racine has not placed and here to disjoin, but to 

\i:\ unite. 

•^ We give another example of the conjunction: 

Augustus says to Cinna : 

"Take a chair Cinna, and in all things heed 
Strictly the law that I lay down for thee.** 
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Ixt US suppress the isolation and silence of the 
conjunction, .liid there is no more color. 

Augustus adds: 
"Hold thy tongue captive, ami if silence deep 
To thy emotion do some violence" — 

Suppress the silence and isolation of the conjunc- 
tion ami. and how poor is the expression 1 
In the fable of "Tlic Wolf and the Dog:" 

"Sire wolf would gladly have attacked and slain 
him. but it \vould have been necessary to give battle, 
tiHii it was now almost morning." 

'Hie entire significance lies in the silence which 
follon'S the conjunctions. 

We speak of a sympathetic conjunction, and also 
of one denoting surprino or admiration; but this 
conjunction dillers from the interjection, only in this 
rcHpcct: it rests upon the propositions and unites its 
tcnnn. like the interjection, it is of a synthetic and 
elliptic nature ; it groups all the expressions it unites 
as intcrjectives. It is, then, from this point of view, 
cxclamativc. 

In the fable of "The Wolf and the Lamb," the 
«v»lf says: 

" This must be some one of your own race, for 
you would not think of sparing mc. you shepherds 
ami yoa dogs." 

I Icre is an intcrjcctivc conjunction. Suppress the 
complaint after fur, and there is no more cfiect. 
The conjunction is the soul of the discourse. 
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I In the exclamation in '• Joseph Sold by hi* Breth- 

ren," we again find an interjective conjunction. 

/j "Alas ^. afiii 

The ingrates who would sell me I " 

Here the conjunction #r;/r/ yields little to the inter- 
jection tt/as. It has fully as much value. 
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The interjection h.ts 9 degrees ; this is admirably 
suited to the interjection, «in elliptical term which 
\ comprises the three terms of a proi>osition. In 

summing up the value of a simple proi)osition« we 
have (a noteworthy thing) the figure 9. Tliis gives 
the accord of 9. Hie subject i. the verb 2, and 6 
upon the attribute, equal 9. 'Huis the equation is 
i perfect. 

■^ Gesture is the rendering of the ellipse. Gesture 

• / jt' is the elliptic.ll Linguage given to man to express 

J what speech is i>owerless to say. 

< We have spoken of additional figures. I*Iach of 

\ these figures supposes a gesture. 'Hiere is a gesture. 

' > an imitative expression wherever there is an addi- 

.. .;. tional figure. An ellipse in a woal, such as is met 

,^' with in the conjunction and the interjection, demands 

a gesture. 

9 is a neutral term which must be sustained by 
gesture and inflection. Gesture would be the inflcc- 
'it'^ tion of the deaf, inflection the gesture of the blind. 

t"^ Tlie orator should, in fact, address himself to the 

deaf as well as to the blind.* Gesture and inflection 
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should supplement physical and mental infirmities, 
and God in truth has given man this double means 
of expression. There is also a triple expression, 
which is double in view of tliis same modification of 
speech. Let us sup|>ose this proi>osition : 

'* How much pain I suffer in hearing I " 

According to the rules laid down, we have 3 upon 
pain, 6 upon suffer, and 6 again upon hearing. 

It b said that Talma brought out the intensity of 
his suffering by resting on the word pain. This was 
wrong. We should always seek the expression 
equivalent to that employed, to attain a certain 
value. 

If, instead of the determinate conjunction thaU we 
should have haw much {coiubicn), this would evi- 
dently be the important word. This word has an 
elliptical form. It evidently belongs to a preceding 
proposition. It means: '* I could not express all 
that I suffer.'* Then 6 must be placed upon liow 
uiHch and not u|x>n pain. 

But the figure 6 here is a thermometer which indi- 
cates a degree of vit«ility ; it does not express the 
degree of vitality ; that is reserved for gesture. We 
need not ask what degree this can give ; its office is 
to express — and this is a good deal — a value me- 
chanical and material, but very significant. A rever- 
sion of values may constitute a falsehood. Stage 
actors are sometimes indefinably comic in thb way. 
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A Rcsuffii of the Degrees of Value. 

\ 

\ To crown this unprecedented stiicly ui>on Ian- 

\ \S^^^Z^% we give in a table, a resume of thq diflTerent 

^\ degrees of value in the various parts of a discourac* 

. I relative to the initial consonant. 

1 The object of the prei>osition I 

■'\ The verb to be and the preiMisitions .... 2 

• The direct or indirect regimen 3 

* The limiting (possessive and demonstrative) ad* 

. 5 jcctives 4 

V.f The qualifying .idjectives 5 

i The participles or substantives taken adjectivcly 

^ or tittributively ; that is to say, every word com- 

\ ing immediately after the verb, in fine, the at* 

S tribute 6 

I The adverbs 7 

{ Conjunctions, superlative ideas or additional fig- 
ures 8 

The interjection . . . .; 9 

The pronoun is either subject or complement, and 
therefore included in the rest. As for the article, it 
is not essential to a language ; there is no article in 
l^tin. 

Thus the value of our ideas is expressed by 
figures. We have only to reckon on our fingers. 
We might beat time for the pronunciation of the 
consonants as for the notes of music. Ixt the pupil 
exercise his fingers, and attain that skill which allows 
the articulation of a radical consonant only after he 
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has marked with bis finger the time corresponding 
to its figure. If difficulties present themselves at 
first, so much the better; he will only the more 
accurately distinguish the value of the words* 
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CHAFFER V. 



FRENCH AND LATIN PROSODY. 



FmtcA l^rasMiy, 

Prosody is the rhythmic pronunciation of syllables 
according to accent, respiration, and. abo\'c all. quan- 
tity. 

In the Italian there are no two equal sounds; tiic 
quantity is never uniform. Italian is. therefore, the 
most musical of languages. Where we place one 
accent upon a \'owel. the Italians place ten. 

There is a euphonic kiw for e\xr)* Linguagc ; all 
idioms must have an accent In e\'er>' lan|;iia^* 
there are intense sounds and subdued sounds ; the 
Italians hold to this \'ariet>* of alternate short and 
long sounds. Continuous beauty should be avoidetl. 
A beautiful tone must be introduced to relieve the 
others. Monotony in sounds as wxll as in pronun- 
ciation, must be guarded against. Harmony lies in 
opposition. 

There is but one rule of quantit)' in French pro- 

'^ nunciation. Here is the text of this law : 

\ There are aud eau be only hmg imitiml or Jt$uU 

\ votffeis -» whence wc conclude : 

*i I. Every final is long and every penultimate is 

final, since e mute is not pronounced. 
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3 The length of initial vowels depends upon the 
value of the initial consonants which they precede. 

A wor4 cannot contain two long vowels unless it 
begins with a vowel. In this case, tlie vowel of the 
preceding word is long, and prepares for the enun- 
ciation of the consonant according to its degree. 

Every first consonant in a word is strong, as it 
constitutes the radical or invariable part of the word. 

The force of this consonant is subordinate to the 
ruling degree of the idea it is called to decide. Hut 
every vowel which precedes this first consonant is 
long, since it serves as a preparation for it Hut to 
what degree of length may this initi<il vowel be car- 
ried? The representative figure of the consonant 
will indicate it 

Usually, the fint consonant of every word is rad- 
ical. Still there might be other radical consonants 
in the same word. Hut the first would rise above 
the others. 

The radical designates the substance of being, and 
the last consonant the manner. 

The whole secret of expression lies in the time 
we delay the articulation of the initial consonant , 
This space arrests the attention and prevents our 
catching the sound at a disadvantage. 

ImHu Prosody. 

1. The final of a word of several syllables is 
usually short 

2. In words of two syllables, the first is long. In 
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Latin words of two syllables, the first almost always 
contains the radical. 

3. In words of three and more syllables, there is 
one long syllable: sometimes the first, sometimes 
another. We rest only upon this, all the others 
being counted more or less short. 

In compound words no account need be made of 
prefi.xes. There are many compound words ; and, 
consequently, it is often the last or next to tlie last 
consonant which is the radical. 

The last consonant represents always, in variable 
words, quality, person, mode or time. The radical, 
on the contrary, represents the sum and substance. 

4. Monosyllables are long, but they have, csih> 
cially when they follow each other, particular nilcs, 
which result from the sense of the phrases, and from 
the mutual dependence of words. 
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CHAPTER VI. 
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Dictaiion Exercises. 

A subject and text being given, notes may be 
written under the nine following heads: 
I . Oratorical value of ideas. 
3. The elli|>se. 

3. Vocal inflections. 

4. Inflective aflinities, or relation to the preceding 
inflections. 

5. Gestures. 

6. Imitative aflinities. 

7. The s|)ecial rule for each gesture. 
H. The law whence thb rule proceeds. 

9. Reflections upon the portrayal of personal 
character. 



CIIAITKR VII. 



A SERIES OK CESTUKKS FOR EXERCISES. 



r 

Preliminary Reflections. 

\Vc know the words of Garrick : 

** I do not confide in myself, not I, in that inspira- 
tion for which idle mediocrity waits." 

Art, then, presents a soHd basis to the artist, upon 
which he can rest and reproduce at will the histor)** 
of the human heart as revealed by (gesture. 

This is true, and it is as an application of this truth 
that we are about to consider the series, which is an 
exposition of the passions that a^jitate man, an ini* 
tiation into imit«itive language. It is a |M>em, and 
at the same time it lays down rules through whose 
aid the self-possessed artist can regain the gesture 
which arises from sudden perturbation of the heart. 
It is a grammar which must be studied incessantly, 
in order to understand the origin and value of imita- 
tive expressions. 

The development of the scries is based upon the 
static, the semeiotic and the dynamic. 

The static is the life of gesture ; it is the science 
of the equipoise of levers, it teaches the weight of 
the limbs and the extent of their development, in 
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order to maintain tlu: equilibrium of the body. Its 
criterion should be a sort of balance. 

The siemeiotic is the spirit and rationale of ges- 
ture. It is the science of signs. 

The dynamic Is the action of equiponderant forces 
through the static; it regulates the proportion of 
movements the soul would impress upon the body. 
The foundation and criterion of the dynamic, is 
the law of the pendulum. 

The series proceeds, resting upon these three pow- 
ers. The semeiotic has given the signs, it becomes 
a»thetic in applying them. 'I1ie semeiotic says: 
** Such a gesture reveals such a passion ; " and ges- 
ture replies : ** To such a p«xssion I will apply such 
a sign.*' And without awaiting the aid of an inspira- 
tion often hazardous, deceitful and uncertain, it 
moulds the body to its will, and forces it to repro- 
duce the passion the soul has conceived. Tlie se- 
meiotic is a science, the nrsthetic an act of genius. 

The series divides its movements into periods of 
time, in accordance with the principle that the more 
time a movement has. the more its vitality and power ; 
and so every articulation becomes the object of a 
time. 

The articulations unfold successively and harmo- 
niously. Every articulation which has no action, 
must remain absolutely pendent, or become stiflT. 
Grace is closely united to gesture: the manifold 
play of the articulations which constitutes strength, 
also constitutes grace. Grace subdues only because 
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sustained by strength, and because strength naturalU* 
subdues. Grace without strength is aflectation. 

Kvcry vehement movement must affect the verti- 
cal position, because obliquity deprives the move- 
ment of force, by taking from it the possibility of 
showing the play of the articulations. 

The demonstration of movement is in the head. 
The head is the primary agent of movement ; the 
body is the medium agent, tlie arm the final agent* 

Tliree agents in gesture are especially aflfectcd 
in char«icterizing the life, mind and soul. The 
thumb is the index-sign of life; the shoulder is the 
sign of passion and sentiment ; the elbow is the sign 
of humility, pride, |K)wer, intelligence and sacrifice. 

The first gesture of the series is the intcq)eIIation, 
the entrance upon the scene, llie soul is scarce 
moved as yet, and still this is the most difficult of 
gestures, because the most complex. It must indi- 
cate the nature of the interpellation, its degree and 
the situation of the giver and receiver of the sum- 
mons in regard to each other. 

A study of the signs which distinguish these dif- 
ferent shades will teach us the analysis of gesture. 

Aside from simple interpellation, the series passes 
successively from gratitude, devotion, etc., to anger, 
men«ice and conflict, leaving the soul at the point 
where it is subdued and asks forgiveness. 

TIic passional or fugitive type forms the constant 
subject of the study of this series. 
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TiiK Series ok Gesiures Applied to the Senti* 

MENTS OFTENEST EXPRESSED BY THE ORATOR. 

niisT GibsrruRK. 

luUrpellaiioH. 

Inteipellation embraces five steps : 

The first consists in elevating the shoulder in 
token of a.Tection. If the rigtit shoulder, as in 
figure 3 with the rii^ht leg weak. 

The second step consists in a rotary movement of 
the arm, its object being to present the epicondylc 
(elbow-joint) to the interlocutor. For this reason 
the epicondyle i \ called the eye of the arm. 

The third sta^e c^nsiHts in substituting the articu- 
lation of tlie wrist for the epicondyle. In making 
the forward movement of the body, the epicondyle 
must resume its natural place. 

The fourth step consists in extending the hand 
toward the speaker in such a way as to present to 
him the extremities of the fingjrs. 

The fifth step is formed by a rapid rotation of the 
hand. 

SKCOXn ORSTURR. 

Thanks '-- Affectionate ami CcreiHonious* 
This gesture consists of six steps : 

1. Consists in lifting the hand and lowering the 
bead. 

2. Consists in raising the hand to the hip. 

^. Tlie head inclines to one side, and the elbow 
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at the same time rises to aid the hand in reaching 
the lips. 

4. In this, the head resumes its normal position, 
while the elbow is lowered to bring back the hand 
to the same position. 

5. In this, the hand passes from the horizontal to 
the vertical position, rounding toward the arm. 

6. In this, the arm is developed, and then the 
hand. 

THIRD GESTURB. 

Attraction. 

In this gesture there are three steps: 

1 . The hand turns toward the interlocutor with an 
appealing aspect. 

2. The hand opens like a fan with the little finger 
tending toward the chest. 

3. The elbow is turned outward, and the hand 
passes toward the breast 

FOURTH GESTURE. 

Surprise atid AssuraHct* 

1. This consists in elevating the shoulders, open* 
ing the eyes and mouth and raising the eyebrow ; 
the whole in token of surprise. 

2. Raise the passive hand above the chin, making 
it turn around the wrist. 

3. The hand still passive, is directed toward the 
person addressed, the elbow being pressed against 
the body. 



kb 
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4. Tiic arm is gradually extended toward the per- 
son addressed, while the hand is given an opposite 
direction ; that is, the palm of the hand is toward 
him. 

nrXH ORSTURK. 

Dci*otio9i. 

This gesture embraces seven movements : 

1 . This consists in raising the passive hand to the 
level of the other hand, but in an inverse direction. 

2. This consists in turning back the hrnd toward 
one's self. 

3. This consists in drawing the elbows to the 
body, and placing the hands on the chest 

4. This is produced by taking a step backward, 
and turning a third to one side ; during the execu- 
tion of this step, the elbows are raised, and the head 
is lowered. 

5. Hiis consists in drawing the elbows near the 
body, and placing the hands above the shoulders. 

6. This consists in developing the arms. 

7. This consbts in developing the hands. 

SIXTH GRSTURB. 

IntcrrogatixK Snrpriu. 

This surprise is expressed in two movements: 
I . This is wholly facial 

3. This is made by advancing the hand and draw- 
ing the head backward. 
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SKVKNTH (;KS'i'l'Kr.. 

Reiicraicd luterrogiUion. 

This gesture signifies: I do not understand, I 
cannot explain your conduct to mc. 
It embraces five steps : 

1. Tliis consists in placing both hands beneath the 
chin, and violently elevating the shoulders. 

2. This consists in bringing the hands to the level 
of the chest, as if in search of something there. 

3. This consists in extending both hands toward 
the interlocutor, as if to show him that tlicy contain 
nothing. 

4. This consists in extending one hand in the 
opposite direction, and letting the head and body. 
follow the hand. 

5. This consists in turning the head vehemently 
toward the interlocutor, and suddenly lowering the 
shoulders. 

KIOHTH r.eSTURR. 

Anger. 
This gesture is made in three movements: 

1. This consists in raising the arm. 

2. This consists in catching hold of the sleeve. 

3. This consists in can^'ing the clenched hand to 
the breast, and drawing back the other arm. 

NINTH GF.STURK. 

Maiace. 
This gesture consists of a preparatory move* 
ment, which is made by lowering the hand while the 
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arm is outstretched toward the interlocutor, then the 
finger is extended, and the hand is outstretched in 



The eye follows the finger as it would follow a 
pistol ; this occasions a reversal of the head propor- 
tioiial to that of the hand. 

TENTH GEVrURK. 

Ah Order for Leaving. 

This is executed : 

I. By turning around on the free limb. 

3. By carrying the body with it 

3. By executing a one-fifth sideward movement — 
the right leg very weak. All these movements are 
made by retaining the gesture of the preceding men- 
ace. Then only the menacing hand is turned in- 
ward at the height of the eye, at the moment when 
it is about to pass the line occupied by the head ; * 
the elbow is raised to allow the hand a downward 
movement, which ends in an indication of departure. 
In this indication the hand is absolutely reversed, 
that is, it is in pronation. Then only does the head, 
which has' hitherto been lowered, rise through the 
opposition of the extended arm. 

BKEVCirrH GESTURB. 

ReiieroHon. 

I. The whole body tends toward the hand which 
is posed above the head. The right leg passes from 
weak to strong. 
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2. The head is turned backward toward the inter- 
locutor. 

3. It rises. 

4. The arm extends. 

5. The hand in supination gives intimation of the 
order. 

TWELFTH GESTURE, 

Fright. 

The right hand pendent The left hand rises. 
Tremor. 

The first movement is executed in one-third ; the 
body gently passes into the fourth, and as the fifth 
is being accomplished, the arm is thrust forward as 
if to repel the new object of terror. 

At this moment a metamorphose seems to take 
place, and the object which had occasioncrd the 
fright, seems to be transfigured and to become the 
subject of an affectionate impulse. The hands 
extend toward this object not to repel it, but to im- 
plore it to remain ; it seems to become more and 
more ennobled, and to assume in the astonished eyes 
of the actor, a celestial form — it is an angel. There- 
fore the body recoils anew one-fourth; the hands 
fall back in token of acquiescence ; then, while draw- 
ing near the body, they extend anew toward the 
angel {^hcrt a third in token 0/ affection and vcnerm^ 
tion). Then a prayer is addressed to it, and again 
the arms extend toward it in entreaty. ^ Here the 
orator falls upon his knees.) 
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The scries can be executed begiilning with the 
right arm or the left, being careful to observe the 
initial and principal movement, with the arms at 
the side where the scene opened. This gives the 
same play of organs only in an inverse sense. 

Imporiaut Remarks. 

Should any student despair of becoming familiar 
with our method, we give him three pieces of ad- 
vice, all easy of application : 

1. Never speak without having first expressed 
what you would say by gesture. Gesture must 
aluays precede speech. 

2. Avoid parallelism of gesture. The opposition 
of the agents is necessary to equilibrium, to har* 
tnony. 

3. Retain the same gesture for the same senti- 
ment In saying the same thing the gesture should 
not be changed. 

Should the student limit himself to the application 
of these three rules, he will not regret this study 
of the 

Practick op the Art op Oratory. 




APPENDIX. 



THE SYMBOLISM OF COLORS APPLIED TO TlIE ART 

OF ORATORY. 

We close this book with an appendix which will 
serve for ornament. Before delivering up a suite 
of rooms, we arc wont to embellish them with rich 
decorations. Architects usually color their plans. 
We also wish to give color to our criterion, by ex- 
plaining the symbolism of colors. 
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IS* APPKNniX. 

In the literary world, color gives forms of speech 
consecrated by frequent usage. Thus we very often 
say : a florid style, a brilliant orator. This figurative 
language signifies that in order to shine, the orator 
must be adorned with the lustre of flowers. And as 
one flower excels others and pleases us by the 
beauty of its colors, so the orator must excel, and 
please by the brilliant shades of his diction. It b 
as impossible to give renown to a monotonous and 
colorless orator as to a faded, discolored flower. 
Would you give to the phenomena of your or- 
ganism this beautiful corolla of the flower of your 
garden, throw your glance upon nature. 

Nature speaks to the eye through an enchanting 
variety of colors, and these colors in turn teach man 
how he may himself speak to the eyes. The whole 
man might recognize himself under the smiling 
emblem of colors. Imagine him in whatever staCte 
}'ou will, a color will give you the secret of his 
aspirations. And so it has been easy for us to show 
you the orator imaged in this colored chart, and we 
shall have no trouble in justifying our choice of 
colors. 

Since man« as to his soul, presents himself in three 
states : the sensitive, intellectual and moral ; and in 
his organism in the eccentric, concentric and normal 
states ; m priariy you may conclude that nature hat 
three colors to symbolize the three states, and ex* 
perience will not contradict you. 

Ia fiict, red, yellow and blue are the primitive 
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colors. All Others are derived from these three 
rudimentary colors. 

Why have we painted the column that corresponds 
to the life red ? Because red is the color of blood, 
and the life is in the blood. But life is the fountain 
of strength and power. Hence red is the proper 
symbol of strength and power in God, in man and 
in the demon. 

Why blue in the column of the concentric state, 
the mind ? Because blue, from its transparency, is 
most soothing to our eyes. 

Why yellow in the column of the soul? Because 
yellow has the color of flame ; it is the true symbol 
of a soul set on fire by love. Yellow is, then, the 
emblem of pure love and of impure flames. 

Why not use white in our chart? Because white 
is incandescence in the highest degree. We say 
of iron that it is at a red or a white heat But in 
this world it is rare to see a heart at a white hcat« 
Earthly thermometers do not mark this degree 
of heat 

It cannot be denied that red, yellow and blue are 
the three elementary colors* whose union gives birth 
to all the varieties that delight our eyes. We have 
proof of this in one of nature's most beautiful phe- 
nomena — the rainbow. 

The rainbow is composed of seven colors. Here 
we distinguish the red, yellow and blue in all their 
purity ; then from the fusion of these three primary 
colors, we have violet, orange, green and indigo. 
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Thisi is the order in which the seven colors of the 
rainbow appear to us : 

Violet (/vsf/)» orange (jcllaw)^ green (Jblac)^ indigo. 
Orange is composed of yellow and red. Yellow 
mixed with blue* produces green. Blue when satu- 
rated, becomes indigo. Upon closer investigation, 
we may easily find the nine shades which correspond 
perfectly to the nine operations of our faculties, and 
to the nine functions of angelic minds. 

By complicating and blending the mixture of 
these colors, we shall have all the tints that make 
nature so delightful a paradise. 

The seven notes of music sound in accord with 
the seven colors of the rainbow. There is a broth- 
erhood between the seven notes and the seven colors. 

The voice-ap|)aratiis, with that of speech and ges- 
ture, is for the orator a pallet like that upon which 
the painter prepares and blends those colors which, 
under the brush of a Raphael, would at once glow 
forth in a masterpiece. 

Delsarte's criterion is true ; still more, it is beauti- 
ful, especially so with its brilliant adornment of the 
colors of the rainbow. 

We verify our judgment by an explanation of the 
colored chart 

As may be seen, this chart is an exact reproduc- 
tion of the criterion explained at the beginning of 
this book, only we have adorned it with colors anal- 
ogous to the diflferent states of the soul that art is 
called u|M>n to reproduce. 
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lU.*^innm^ with the three transverse cohimii.*^ cor- 
responding to the gciuis^ we have painted the lower 
cohinin red, the middle cohinin yellow, and the upper 
one blue. These are the three colors that symbol- 
ize the life, soul and mind, .is well cis the genera. 

Passing to the vertical columns which correspond 
to species, we have painted the first column red, the 
second yellow, and the third blue, ptissing from left 
to right. The blending <»f these colors produces the 
variety of shades we might have in this reprcscnta« 
tion. 

Blue added to blue gives indigo ; blue with yellow 
gives a deep green : with red, violet. Yellow passed 
over to the middle column, gives bright green upon 
blue; pure yellow, wiien passed upon yellow, and 
orange upon red. 

Tluis pure red will be the expression of the sen- 
sitive state or the life. Orange will render soul from 
life, and violet will be the symbol of mind from life. 

Applying this process of examination to the two 
other columns, we shall know by one symbolic color, 
what the soul wishes at the present hour, and these 
same colors will, besides, serve to regulate the atti- 
tuile of our organs. 

Honor and thanks to the genius which gives us 
this criterion, where is reflected tlie harmony of all 
worlds 1 
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EPILOGUE. 



In dib ntxMiad gFaunmar of die art of oratory. I 
have ghren die rules of all die fine arts. All arts 
have the same principle, the same means and the 
same end. They arc aldn, they interpenetrate, the>' 
mutually aid and complete each other. They have 
a ciHnmon scope and aim. Thus, music needs speech 
and gesture. Fainting and sculpture derive their 
merit from the beauty of attitiules. There b no 
masterpiece outside the rules here laid down. 

It is not enough to know the rules of the a^t of 
orator>\ He who would become an orator, must 
make them his own. Even thb b not enough for 
the free movement of the agents which reveal the 
mind, the soul and the life. The method must be 
90 familiar as to seem a second nature. Woe to the 
orator if cakulatioo and artifice be divined in hb 
speech ! How shun thb quicksand? By labor and 
exercise. The instruments and the manner of using 
them are in your hands, student of oratory. Set 
about >*our work. Practice g}'mnastics, but let them 
be gymnastics in the service of the soul, in the aerv- 
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*icc of noble tliotighbi and generous sentiments «- 
divine gymnastics for the service of God. 

Renew your nature. Lay aside the swaddling- 
bands of your imperfections, conform your lives to 
the highest ideals of uprightness and truth. Exercise 
your voice, your articulation and your gestures. If 
need be, like Demosthenes, place pebbles in your 
mouth ; repair like that great orator to the sea-shore, 
brave the fury of the billows, accustom yourself to 
the tumult and roar of assemblies. Do not fear the 
fracture or dislocation of your limbs as you seek to 
render them supple, to fashion them after the model* 
the type you have before your eyes. luthor omnia 
vincii. 

In any event, be i>erscvering. Novitiate and ap- 
prenticeship in any profession, are difficult. In 
every state the bitterness of trial is to be expected. 
To arrive at initiation has its joys, to arrive at per- 
fection is a joy supreme. Ifoneath the rind of this 
mechanism, this play of organs, dwells a vivifying 
spirit Beneath these tangible forms of art« the 
Divine lies hidden, and will be revealed. And the 
soul that has once known the Divine, feels pain no 
longer, buc is overwhelmed with joy. 

Art is the richest gift of heaven to earth. The 
true artist does not grow old ; he is never too old 
to feel the charm of divine beauty. The more a 
soul has been deceived, the more it has been 
chastened by suflering, the more susceptible it is to 
the benefits of art lliis is why music soothes our 
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sorrows and doubles our joys. Song is the treasure 
of the poor. 

Return, then, with renewed enthusiasm to your 
work ! 'file end is wortli tlie pains. Tlie human 
organism is a marvelous instrument which God has 
given for our use. It is a harmonious lyre, with 
nine chords, each rendering various sounds. Tliese 
th.'ce chords for the voice, and tliree for both 
^'csture and speech, have their thousand resonances 
at the service of the life, tlic soul and the mind. 
As these chords vibrate beneath your fingers, they 
will give voice to the emotions of the life, to the 
jubilations of the heart and the raptures of the 
mind. This delightful concert will lend enchant- 
ment to your passing years, throwing around them 
all the attractions of the Good, the True, and the 
Beautiful. 

We may well salute the three Graces and the 
nine Muses as gracious emblems, but it is far 
better to discern in art, the reflected image of the 
triple celestial hierarchy with its nine angel cho- 
ruses. 

Honor, then, to the fine arts I Glory to eloquence ! 
I'raise to the good man who knows how to speak 
well! Blessed be the great orator! Like our 
tutelary angel, he will show us the path that con- 
ducts or leads back to God. 
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INTRODUCTION. 



To the Etiitor of •* Tiu Voict " .• 

An inlcnsic inicrc^t u fell by a o»iisulcml»lc clasji oT |)erM>iiH in the 
tcachinpt ofFran^nx iHrUaric, llic uii{iarallclc<l master of ilic nciviice 
ami art of cxpresition. , Hut nearly all that i;* Inrfurc the public om* 
Ki^ts of his empirical methods asi inaclet|ualcly rcfKH'ted by uchcr». 
lie died suddenly and prematurely wilh<»ut having;, in any fini%iic«l 
form, committed his theoretical insi);hl» to pa|ier. f hare the 
pleasure, herewith, of submitlini; to your rcailcn the be|pnnin|; uf a 
treatise by him on "The AttrilMitcM of Kea»on.** It was hia last 
OHnposition, and was left a mere frapiicnl, at his death. It is Inui!^ 
lated directly from his own manuscript. It furnishes a lietter sped- 
men, perhaps, than is jret available elstewhere of his acnteness, de|4h 
and originality as a thinker. While it may lie too difficalt itx some 
of the subscribers to TlIK VoiCK, there arc othen, I am sure, who 
will read it with Cflification and gratitude. 

WILLI.XM k. AU;Kk. 

Boston, Ntremhcrd^ 1883. 




THE ATTRIBUTES OF REASON. 



BY FKANgOIS DELSARTE. 



The human rE/\sox, that haughty faculty, deified 
in our agC by a myriad of perverse and commonplace 
minds known under the derisive and doubly vain 
title of freethinkers, is but blind, despite its high 
opinion of its own insight. Yes, and we affirm by 
certain intuition that man's reason is not and cannot 
be otherwise than blind, aside from the revealing 
principle which only enlightens it in proportion to 
its subordination; for, abandoned to ibiclf, reason 
can only err and must fatally fall into an abyss of 
illusions. 

The melancholy age in which we live but too often 
offers us an example of the lamentable mistakes into 
which we are hurried by misguided reason* which* 
yielding to a criminal presumption, deserts without 
remorse the principle super-abounding in life^ ligki 
and glory. 

To understand such an anomaly, to explain how 
reason* which constitutes one of the highest attri- 




8 TIIE ATTRIBUTES OP REASON. 

butcs of man, is so far subject to error, it is essential 
to have a thorough apprehension of the complexity 
of its nature. What, then, is the real nature of the 
reason so little studied and so illy known by those 
vciy men who raise altars in its honor? Let us try 
to produce a clear demonstration. And let us first 
say that reason does not constitute a primary prin- 
ciple in nuui ; for a primary priiuipU could never 
mistake its object Neither is it a primary faculty: 
it is only the form or the manner of being of such 
m faculty^ and thus cannot be a light in itself. The 
rays by which it shines arc external to it in tlie 
tense that it receives them from the principle which 
governs and fertilizes it. Still, let us say that, 
although neitlicr a principle nor a faculty, reason is 
none the less, with conscience, of which it forms the 
base, the noblest poMrer of man ; for this power God 
created free ; free from subjection to the principle 
tiiat enlightens it ; free, too, to escape from it. Yet 
every power necessarily recognizes a guiding princi- 
ple to whose service it needs must bow ; but to rca- 
•on alone it is granted to avoid the law which impe- 
riously rules the relations of the harmonious subordi- 
nation^ of principiant faculties to their principles. 
Hence the error * or possible blindness of reason ; 
hence also its incomparable grandeur, which lies 
■olely In its free and spontaneous subordination. 
These principles established, let us go still farther, 
and penetrate deeper into the mysterious genius of 
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St. Thomas, in whom shone the most perfect rea- 
son of which humanity can boast» was pre-eminently 
authorized to define reason. He did it in terms at 
once so simple, so precise, and of such exquisite 
clarity, that we may venture to think that reason 
itself could not have better rendered the terms of 
its own entity. 

This definition, let no one fail to see, contains in 
its extreme brevity more substance than would fill 
a voluminous treatise. This, then, is his definition : 

Reason is tlie discursive fonn of the inUlUcL 

Now by tliis St. Tliomas plainly establishes that 
reason, distinct from the intellect, with which we 
must beware of confounding it, proceeds from it as 
eflcct proceeds from cause. Therefore, intellect 
surpasses reason as its principiant and guiding 
faculty ; and reason only figures in the intelligential 
sphere, despite the important part it plays in virtue 
of its adjunctive or supplementing power. 

liut what is tlie purpose of this adjunction? 
tlcrc, in reply to this grave and important question* 
let us refer to what tlie same scholar says elsewhere. 
"Reason arises," he says, ''from the failure of 
intellect. '!_ Certainly this is a luminous, and doubt- 
less a very unexpected proposition. From it we 
learn, on the one hand, that the intellect is liable to 
defects and consequently to weaknesses; on the 
otlicr hand, it seems established that tlie adjunctive 
power comes to aid the faculty which governs it^ 



\V>l4i^ 
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since here the subjected is bom of the failure of the 
iubjector. 

Let tts explain this fresh anomaly. We have in 
the first place declared the preceding proposition 
luminous in spite of the obscurity into which we arc 
plunged by the consequences which we have derived 
ffxnn it ; but, patience I We arc already aware that 
it is from the very obscurity of things that the 
brightest light sometimes bursts upon contempla- 
tive eyes; and since faith is the next principle to 
knowledge, let us have faith at least in the trust- 
worthiness of him who addresses us, especially as 
he has given us repeated, unequivocal tokens of 
sound and upright reason. Let us, then, have no 
doubt that the preceding proposition contains a 
precious precept ; and very certainly light will soon 
dawn on our mind. 

This settled, and for the better understanding of 
the meaning attached to this proposition, let us call 
to our aid the powers of analogy. 

If reason arises from the failure of intellect it is 
doubtless to rectify the valuations of the ego. Now 
the compass^ which is in itself very inferior to the 
hand which fashions it and appropriates it to its 
Ofwn use^ nevertheless implies a defect in that hand 
which directs it So there is between the eye and 
the telescope, which comes to its aid, all the distance 
that divides the faculty from the instrument which 
it governs. Still the telescope joined to the e>x 
coonauanicates to it a great power of vision ; but the 
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instrument arises from the failure of tlie eye* which 
is nevertheless infinitely superior to it ; for it b the 
eye which sees, and not the telescope. 

It is thus that we must understand the relations 
of reason and intellect Let us say, then» that the 
reason is to tlie intellect exactly what the telescope 
is to the eye. Tliis established, we can formulate 
the following definition as well founded. 

'File intellect is the spiritual eye whose mysterious 
telescope reason forms, or: reason is a ncccssiary 
appendage of mental optics, or again : reason is the 
glass used by the eye of a defective intellect. 

But this is not all. St. Thomas provides us still 
elsewhere with the means of making our analogy 
more striking. He says, indeed : reason is given us 
to make clear that which is not evident. Is not 
this, as it were, the seal of truth applied to our 
demonstration? Thus the eye uses the telescope 
absolutely as the intellect employs the reasoa, to 
make clear that which is not evident 

Of course it is plain that if the sight and the 
intellect answered perfectly to their object, tbey 
could do without this adjunct which betrays their 
imperfection. The intellect would thenceforth have 
no more need of reason than the eye of glasses. 

This explains the fact* so important to consideft 
that the clearer the mental vision is the less one rea- 
sons. The angels do not reason ; they see dearly 
what is troubled and confused by our mind. No 
one reasons in heaven, there is no logician there* no 
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. Intelligence is immortal, but reason, which 
serves it here below» will fade away in eternity witli 
the senses which like it do but form the conditions 
of time. 

Divine reason alone will endure because it has 
nothing accidental, and it is substantially united to 
the eternal word. It is that reason toward which all 
blest intelligences will finally gravitate. Hence, we 
see that what already partakes of the celestial life 
repels reasoning as a cause of imperfection or infirm- 
ity. It is thus, by its exclusion of reasons, that the 
Gospel supremely proves its celestial origin. It is* 
indeed, a thing well worth remark, especially worthy 
of our admiration, that there is not to be found, in 
the four Gospels, a single piece of reasoning, any 
more than there is an interjection to be found. 
Let us add that faith does not reason : which does 
* not mean, as so many misbelievers feign, that faith 
is fulfilled by blindness or ignorance of the objects 
of its veneration. Quite the contrary. Faith dis- 
penses with reason because of the perfection of its 
sig^t It is, finally, because it is superior to reason 
and sees things from a higher plane. This is what 
so many short-sighted people cannot see ; and, to 
return to our analogy, it seems to them able to see 
nothing save through the glasses of reason. It seems 
to them* I say, that any man who does not wear 
glasses must see crooked. Keep your glasses, n\y 
good souls I They suit short limits of sight But 
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\vc, who, thank God, have sound sight, arc only 
troubled and clouded by tliem. 

It is thus that reason, which is given us to make 
clear what is not evident, frequently objicurcs even 
the very evidence itself. We might confinn this 
declaration by a thousand examples. To cite but 
one, let us point out how plainly the spectacle of 
the universe of thought and the idea of a Divine 
Creator prove that no glasses are required to con- 
template God in His works. Well I scientists liavc 
felt obliged to direct theirs upon these simple 
notions, and have thus, 1. r., by force of reasoning, 
succeeded in confusing out of all recognition a 
question sparkling witli evidence, so much so that 
they will fall into such a state of blindness that they 
can no longer see in this world any trace of the 
Supreme Intelligence which is yet manifested with 
glory in the least of His creatures. Consequently, 
they will bluntly deny the existence of God ; but as 
they still must needs admit a creative cause, they 
have to tliat end invented fitovifig atoms and have 
made from these strange corpuscles something so 
perfectly invisible that they can spare themselves 
thc'trouble of providing public curiosity with a living 
proof of their theory. 

The scientist is born perverted, as was said 
of the Frenchman who created tlie vaudeville ;. and 
men, too strong-minded and above all too full of 
reason to give any credence to the mysteries taught 
by the church, have displayed a blind faith in respect 
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What we have said of reason is quite sufficient to 
prevent its confusion with the faculty whose discur- 
sive form it is. But this is not enough. We must, 
by still more delicate distinctions, make any con- 
fusion between these two terms impossible. 

Reason, although essentially allied to intelligence, 
is not, like it, primordial in man. Thus God created 
man intelligent, and consequently susceptible of 
reason ; but we do not see the word reason brought 
into play in Genesis, because it merely expresses a 
derivation from the mind or intellect Reason* 
therefore, is secondary and posterior in the genetic 
order. But here to the support of this assertion we 
have a striking and undeniable proof; namely, that 
the infant is born intelligent but not reasonable. 
Intellect proceeds directly from tliat true light which 
shines in exKry man on his entranee into ihe tuarU^ 
while reason is merely the fruit of experience. A 
proof of the superiority of intelligence to reason is 
seen in the fact that it partakes of the immutable, 
and is not like the latter, liable to progress. 

II1U8 the child is seen to be as intelligent as an 
adult man can be. Let us rather say that it is in the 
child especially that intelligence displays its brightest 
niys. Yet lie is not furnished with reason. And 
why not? Because he has no experience. Reason* 
therefore, is an acquired power, whose light is bor- 
rowed from experience or tradition. 

Reason is proportional to the experience acquired. 
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Practical reason or rationality is the ration or portion 
of experience allotted to each person. 

Reason is to the mental vision exactly what the 
cjre is to optical vision, and just as the eye bor- 
rows hs visual action from external light, so reason 
borrows its power of clear and correct vision from 
traditional experience. The similarity is absolute. 

Suppress light, and vision ceases to be possible. 
Suppress revelation from intellectual objects, and 
reason is thenceforth blind. 

Between reason and intelligence, although there 
be inclusion and co-essentiality in these terms, there 
is a great diflerence in the mode of cognizance ; for, 
as St Augustine says, intelligence is shown by 
simple perception, and reason by the discursive pro- 
cess! Thus, while intelligence acts simply, as in 
knowing an intelligible truth by the light of its own 
intuittont reason goes toward its end progressively, 
from one thing known to another not yet known. 

The la^er» as St Thomas says, implies an imper- 
fection. The former, on the contrary, beseems a 
perfect being. It is, therefore, evident, adds tlie 
same profound thinker, that reasoning bears the 
same relation to knowledge that motion does to 
repose* or as acquisition to possession. The one is 
of an imperfect nature, and the other of a perfect 
nature. Bo^thius compares the intellect to eter- 
nity ; reason, to time. 

Yet human reason, according to the principle 
illuminates it offers three degrees of elevation 
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which We will distinguish, for readier comprehension* 
by three special terms, namely: first, tradition or 
the experience of another ; second, personal expe- 
rience ; third, the reason of things. 

Trained by tradition, reason is called c^mmcm 
senst. Trained by personal experience to the knowl- 
edge of principles, reason is called sciena. Trained 
by the contemplation of principles to the perfection 
of the intellect, reason is called wisdom. 

What we call practical, reason is based upon the 
authority of tradition and the lessons of other peo- 
ple's experience in regard to the customary and 
moral matters of life. 

Speculative or discursive reason judges by the 
criterion of its own experience; thereby inferring 
consequences more or less in conformity with tradi- 
tional teachings, and arriving by the logical order 
of its deductions and in virtue of the principles 
which it accepts and which it applies to its discover- 
ies, at what we call science. 

Transcendental reason pursues, in the effects 
which it examines, the investigation of their cause, 
and rises thence to the very reason of things. 
Wherefore it silences reasoning, enters into a silent 
and persistent course of observation, consults the 
facts, examines, studies and questions the principles 
whence it sees them to be deduced ; and, without 
yielding to the obscurity in which these principles 
are enveloped, pierces that obscurity by the pene- 
trative force of unremitting attention. Inspired by 
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the standard of faith, it knows that the spirit of God 
exists at the root of these mysteries. It clings 
thereto, unites itself thereto by contemplation, and 
finally draws from tliis union its strength^ its liglii 
and itsy>f . 

Such is the course of wisdom, and such are the 
inestimable advantages of faith to reason. It is in 
fact by faith that reason is aggrandized and elevated 
to the height of the intellect whence it draws its 
certitude. 

Reason believes because it desires to understand, 
and because it knows that faith is the next principle 
to knowledge. 

Thus the grandeur of reason is proportioned to 
its humility; proportioned, I would say, to the 
efforts which it multiplies to forget itself when the 
truth addresses it But such is not the method of 
procedure of " strong minds." They have a horror 
of the mysteries toward which they are still urged 
by correct instincts. The fact is, let us say it 
boldly, they fear lest they find God there. 

In these misguided spirits there is so much pre- 
sumption, self-conceit, self-love, that they are, in the 
nullity of their lofty pride, a worship unto them- 
selves, an idolatry of their own reason. They 
have deified it,— that poor, frail reason; and this» 
while mutilating it, while proclaiming it independent 
and free from all law, from all principle, from every- 
thing definite.- 

To what excess of imbecility, then, have we not 
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seen these freethinkers fall, tliese apostles of inde- 
pendent reason, who on principle boast that they have 
no faith and no law I Thence conies the scorn which 
afflicts these unbelievers for all who believe and hope 
here below ; thence, tlieir systematic ignorance of 
fundamental questions ; thence, the incurable blind- 
ness in which they bask ; thence, finally, the incon- 
sistencies and contradictions which make them a 
spectacle humiliating to the human mind. 

But agnostic man labors in vain. He cannot 
escape the mysteries which surround him on every 
hand, like a gulf in which reason is inevitably -lost 
so soQn as it ceases to seek the light 

Man stumbles at every turn against the efforts of 
a stronger reason than his own, — the Supreme Reason 
before which, nilly nilly, his must bow and confess 
the insanity of its judgments. 

Logic is not, to reason, a sure guide ; and even 
where it feels its foothold most strong, it sometimes 
trips, to the disgrace of the good opinion it had of 
its own infallibility. 

Let us show by a simple example to what rebuffs. 
our reason is exposed when counting on the sup- 
port of its logic, face to face with the reason of facts. 

Undoubtedly it is logical and perfectly in conform- 
ity with reason, to say that ofu and om make tW0. 
No doubt seems possible oh that point Well, this 
elementary truth, the most undeniable in the eyes 
of all men which can be produced, does not» despite 
the assurances which seem to uphold it, constitute 
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an impregnable axiom; for there are cases when 
Mir and 9H€ do not make two ! Certainly such a 
proposition seems scarcely reasonable, for its admis- 
sion would entail the reversal of what are called the 
sound notions of logic I But what will the logician 
say if I affirm that in a certain case, 9H€ and aH€ 
make but am-halff Would he even take the 
trouble to refute me ? No, he would laugh in my 
bee ; he would not listen to me ; he would tax me 
with absurdity and insanity, preferring thus to lose 
a chance of instruction rather than confess the impo- 
tence of his logic. 

There is the evil, and it is generally in this way 
tiiat ignorance is perpetuated. But let us return to 
the fact which we desire to prove, contrary to logic 
and the pretensions of ordinary reason. 

Now, it is logical and perfectly in conformity with 
reason to say that two musical instruments make 
more noise than one; and that thus two double 
basses, for example, tuned in unison and placed side 
by side, produce one sound of a double intensity. 
This seems an elementary matter. It is as clear, you 
say, as that one and one make two. Well, no, it is not 
so clear as )rou suppose. It is, on the contrary, a 
mistake; for attentive experiment proves that 
the result is diametrically opposite to the logical 
conclusion. 

This b a fact which no argument can destroy. 
Two double basses* placed in the above-named con- 
ditk ms c on ditions of vicinity and tonal identity — 
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far from adding ap their individual result* are thus 
reduced each to a quarter of its own sonoriQr, which 
in the sum total, instead of producing a double sound, 
produces a sound reduced to half of that given indi- 
vidually by each instrument taken alone. This is 
how a power plus an analogous power equals together 
with it but half a power; and thus we are forced 
to admit that one and one do not necessarily make 
two. 

I have carried the experiment still farther ; in the 
instrument which gained me a first-class medal at 
the exhibition of 1854, I was enabled to put thirty- 
six strings of the same piano into unison at once. 
Well ! All these strings, struck simultaneously, did 
not attain to the intensity of sound produced by one 
of them struck singly. All these sounds, far from 
gaining strength by union, reciprocally neutralized 
one another. This is not logical, I admit; but we 
must submit to it 

Logic must be silent and reason bow before the 
brutal force of a fact to which there is no objection 
to be raised. 

Since we are on the subject of the phenomena 
of sonority, let us draw another illustration from it, 
quite as overwhelming in its illogicalness as the 
former. 

When two similar phenomena differ from one 
another on any side, the discord brought about by 
this difference is more apparent and more striking 
by reason of the closer conjunction of these phenom- 
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ena. By way of compensation the dissimilariQr is 
less appreciable in proportion as these phenomena 
are farther apart from each other. 

This is rigorously logical and perfectly conform- 
able to reason ; yet there are cases where we must 
affirm the contrary. Thus the same sound produced, 
I will suppose^ by two flutes not in accord with one 
another, forms those disagreeable pulsations in the 
air which discordant sounds inevitably produce. 
There seems to be no doubt that by gradually 
bringing these discordant instruments together, the 
falseness of tlieir relation must be more and more 
striking, more and more intolerable. Wrong I For 
then, and above all if the mouths of these instru- 
ments be concentrically directed, a mutual translo- 
cation is produced between the two discordant 
sounds, which restores the accuracy of their agree- 
ment Thus the lower sound is raised, while the 
higher one is lowered, in such a way that tlic two 
sounds are mingled on meeting and form a perfect 
unison. Now, here are contrasts, which, contrary to 
all rational data, so far from being exaggerated 
by contactt.diminish gradually, until they are utterly 
annihilated. Thus, then, given two instruments of 
the same nature, if the harmony which they effect 
be true, they enter by reason of their conjunction 
into a negative state which neutralises their sonority ; 
while the contrary occurs in the case of false unison. 
Here the instruments become identical with one 
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another, the sonori^ is increased and the tonal 
deviation is corrected to the most perfect harmony. 

Obstinate rationalists, what is your logic worth 
here ? Has it armed you against the surprises held 
in store for you by a multitude of facts inaccordant 
with your reasonings? Oh, proud and haughty rea- 
son, bow your head ! Confess the inaniQr of your 
ways. Bow yet, once again, and contemplate the 
mystery whence luminous instruction shall beam for 
you ! 

At bottom these mysteries may surprise and 
baffle a reason deprived of principle ; but they are 
never contrary to it, because they proceed from 
reason itself, from that Supreme Reason which ere* 
atcd us in its own image ; and, by that very fact, is 
always in accord with individual reason in so far as 
this will consent to sacrifice its own prejudices to it» 
or listen to its infallible lessons. 

But man's reason most frequently heeds itself 
alone. Thence, once again, arise its infirmities. 
Thus, what will happen, if, because the truths 
which I utter here are obscure and do not at the 
first glance appear to conform to the requirements 
of logic, yoa. hastily reject them with all the lofti- 
ness of your scornful reason, which would blush to 
admit what it did not understand! Poor reason! 
which in and of itself understands so little, and 
admits so many follies as soon as a scholar affirms 
them. The consequence will be that you will be 
strengthened in the error which flatters 3rour igno- 
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nmce. Behold that proud reason which would never 
bend before a mystery revealed, behold it, I say, 
bowed beneath the weight of prejudices, which there 
will be more than one scholar, more than one 
logician, ready to endorse. 

Thus reason will refuse as unworthy itself, all 
belief in the actions of God or of unseen spirits, the 
angels, heaven, but will not dare to doubt the exist- 
ence of moving aiams, invisible corpuscles. This is 
the mental pover^ into which the enemies of religious 
fiuth unwittingly fall. They pervert that instrument 
of reason whose true use is to supplement and fordfy 
imperfect intelligence, and misuse it to discredit and 
overthrow the original intuitions of intelligence. 



I 
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THE DELSARTE SYSTEM. 

ANGELIQUE ARNAUD, 
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CHAPTER I. 

THE BASES OF THE SCIEKCE. 

Delsarte published no book upon art. The bases 
of the science which he created are contained in a 
synthetical table. Other tables develop each branch 
of it considered separately. 

Starting from an undeniable law — ^that which 
regulates the constitution of man, — Delsarte applies 
it to xstlietics ; he designates man as ** the object 
of art," and groups in series the organic agents that 
co-operate in the manifestation of human thought, 
sentiment and passion; declaring the purpose of 
these manifestations, now become artistic, to be the 
amelioration of our being by throwing into relief 
and light the splendors of moral beauty and the 
horrors of vice. 

Delsarte defines art in several ways. He has 
been reproached for his over-amplitude of definition, 
and his development of it in a sense too metaphysi- 
cal for a science which he himself calls '* positive.** 
I give here only such definitions as seem to me 
most clear and important 

"Art is at once the knowledge, the possession 
and the free direction of the agents by virtue of 
which are revealed the life, soul and mind. It is 
the appropriation of the sign to the thing. It is the 
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relation of the beauties scattered through nature to 
a superior type. It is not* therefore, the mere 

*•..>• #* A. ft 

imitation of nature. 

Tlie word /(/?, in the sense employed above, is tlie 
equivalent of UMsaisofSf o{ physical tnatdfcsiaiious. 

Man being the object of art, it is from the work- 
ing of the various faculties of the human organism 
that Delsartc deduces the task of the artist; as 
from the knowledge of the essential modalities of 
the €go^ he deduces his law of general a*stlietics. 

Delsarte teaches, therefore, that man is a triplici^ 
of persons ; that is, he contains in his indestructible 
uni^, three principles or aspects, which he calls 
lifi^ $oul and miud; in other words, physical^ moral 
and intelUctual persons. 

In this statement this master agrees with the 
philosophers who give a triplicity of essential prin- 
ciples as the base of ontology. Pierre Leroux 
names them as follows: unsaticH^ scHiimeHi^ cph^ 

uiOHSHCSS. 

That which b personal to Delsarte is tlie deriva- 
tion of the law of arsthetics from this conception of 
being. 

The primal faculties once ascertained, he devotes 
himself to an analysis of the organism ; he describes 
the harmony of each of these faculties with the 
apparatus which serves it as agent for manifesting 
itself, and demonstrates the fitness of each organ for 
the task assigned it The master establishes that 
the inflections of the voice betray more especially 
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the sensitive nature ; that gesture is the interpreter 
of emotion ; that articulation — a special element of 
speech — is in the direct service of intelligence and 
thought. He gave the name of vocal to the active 
apparatus of sensation; dyuamu to that of send* 
mcnt ; buccal to that of articulation. 

From the union of the faculties and tlieir agents 
arise three modes of expression : the laHgnagc of 
affcctioti, the latignage of ellipsis (or gesture) and 
the language of philosophy. They respond to the 
three states which Dclsarte recognizes in man, and 
which the artist is to translate : the uusilive siaie^ 
corresponding to the life ; the moral slatc^ to the 
soul ; the intellectual state ^ to the tniud. 

But this division into three modalities or into three 
states is far from giving the number of the manifes- 
tations of being. Nature is not reduced to this 
indigence. From the fusion of these three states, 
in varying and incessant combination, and from the 
predominance of one of the primitive modalities, 
whether accidental or permanent, countless indivi- 
dualities are formed, each with its personal constitu- 
tion, its shades of difference of education, habits, 
age, character, etc. 

It seems at tHe first glance as if the mind must be 
confused by these varieties, whose possible number 
fades into infinity ; but the teacher does not open 
this labyrinth to his disciples without priding them 
with a clue. 

Independently of these modalities, of these states. 
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which form the basis of the system, Delsarte traces 
triune subdivisions, which serve as a point of con- 
vergence ; thus the intermediary rays of the compass 
or mariner's card are multiplied, and receive special 
names, without ceasing to belong to one of the four 
cardinal points. 

Whatever, for instance, may be the tendency of 
the individual whom we desire to portray, or to 
represent by any art whatsoever, we can think of 
him in his normal state, as well as in a concentric or 
eccentric state : this is a first distinction. 

Each of these states is itself subject to shades 
of diflerencc, to modifications. The normal state 
of a diplomat and that of an artist could not be the 
same. The one, by the very effect of his profcs* 
sion, will incline to concentration; the other will 
tend to expansion, if not to eccentration. Hence a 
simpU Hormal sXjaXe>M}\\c}\ is the most common; a 
normal-concentric state, a normal-eccentric state: 
here we have a second distinction. 

Delsarte, in order to avoid confusion between the 
word siaii applied to primordial modalities — which 
he defines as scnsiih^c, moral and intellcctnal states, 
—often uses the word cUmeut in place of that of 
siaii in speaking of cotuentraiion^ eccentraiwn and 
normaliiy^ which, in this case, he also calls calm ; 
but, in teaching, he was always accustomed to use 
these more exact terms: normal state, concentric 
state, eccentric state. 

These differences may occur in regard to each of 
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die ocbcr lenns. Thus we may have the simple 
cooccntric state, the concentro-coocentric state, etc. 
It IS upoa this mutual interpenetratioii of the 
various states in the triple unity, that the master 
tbunds the idea wiuch dominates and pervades his 
whole system ; the three isolated and independent 
terms do not, to his thinking, constitute the integral- 
ity of the human €g9. To constitute, according to 
Delsarte's theory, three, the vital number, it must 
by its very essence, and by inherent force, raise itself 
to its multiple nine. This is what the master calls 

Medicine — a science which also derives its justifi- 
cation from the human organism — from certain 
points of view aifoids us analogies to this mixture 
of primordial components; for example, nervous 
and sanguine temperaments which arc blended in 
the sanguo-nervous, etc. 

If %x refer to our om*n fiiculties, does it not strike 
u5 indeed, that neither life — nor sensation — nor senti- 
ment, nor intellect can manifest itself without the 
aid of its congeners or co-associates? 

Is intelligence evident elsewhere than in a scnsi- 
tix'C being (life)? And even when considering the 
UKXiLt abstract things, does it not bear witness of its 
taste, its power of choice (sentiment) ? Can senti- 
ment be absolutely disengaged from impression 
(life) ? And if it is not always under the sway of the 
kWa* is it not certain that it gives ri^ to it, by pro- 
voking observatioo and reflection (intellect) ? 

3 
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Finally, can an adult — save in the case of absolute 
idiocy— exist by sensitive life alone outside . of all 
sentiment and all thought (soul, intellect) ? 

It is by the harmony of the modalities among 
themselves, and the contribution of each to the 
unity, that every individual type is formed. Del- 
sarte thought that he could fix their numerical 
scale ; but he was not permitted to carry his scien- 
tific studies thus far ; still, it is not indispensable to 
art, which demands above all things very marked 
types* that verification should be carried to its 
farthest limits. It will not be difficult, guided by 
the knowledge which Delsarte has left us, to 
classify artistic personages as physical, intellectual 
and moral or sentimental types ; and, in the same 
category, to differentiate those belonging to the 
concentric state from those falling more particularly 
into the eccentric or normal states : the Don Juans, 
Othcllos, Counts Ory, etc. Delsarte, in practice, 
excelled in characterizing these shades of difference. 

These prolegomena would not perhaps alone 
suffice to give this teacher a claim to the title of 
creator of a science. Although they give the theory 
of the system, they are far from containing all its 
developments. But Delsarte did not stop here. 

In appropriate language — ^wherein new words are 
not lacking for the new science — he takes apart 
each of the agents of the organism, enumerated 
above; he examines them. in their details, and 
assigns them their part in the sensitive, moral, or 
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intellectual transmission witli which they arc charged. 
Thus gesture — ^the interpreter of sentiment — is pro- 
duced by means of tlie head, torso and limbs ; and 
in the functions of the head are comprised the 
physiognomic movements, ako classified and de- 
scribed, with their proper significance, such as anger, 
hate, contemplation, etc., — and the same with the 
other agents. 

« 

Each part observed gives rise to a special chartt 
where wc see, for instancCf what should be the posi- 
tion of the eye in exaltation, aversion, intense appli- 
cation of the mind, astonishment, etc. The same 
labor is given to the arms, the hands and the atti- 
tudes of the body, with the mark, borrowed from 
nature, of the slightest movement, partial or total, 
corresponding to tlie sensation, the sentiment, the 
thought that tlie artist wishes to express. 

I hope that these works may yet be recovered 
entire, for the master was lavish of them, and that 
they may be given to the public* 

An exact science at first sight appears contradic- 
tory to art. Will it not diminish its limits, • • • 
trammel its transports? Will it not prove hostile to 
its liberty at every point? • • ♦ Will it not 
check the flights of its graceful fancy, its adorable 
caprice? 

No, indeed ! as I said in regard to the ideal, the 
theories of Delsarte, far from hampering the free 
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ex|>ansioii of art, do but enlarge its horizons, and 
prepare a broader field for its harmonies. They 
leave freedom to the opinions most difficult of 
seizure, the most unforeseen creations ; because, re- 
sponding to every faculty of being, this science, 
while it corrects imagination, respects its legitimate 
power. 

Finally, what b this science which analyzes every 
spring and every part brought to play in the mani- 
festation of life? A compass to guide us to the 
desired goal; a measure of proportion to fix each 
variety in the immensity of types ; a touchstone by 
which to judge of each man's vocation. 

But do not let us forget that if this science holds 
back, restrains and preserves us from parasites, 
* * * if it prepares proper soil, and assists feebly 
dowered natures to acquire real value, it cannot sup- 
ply the place of those marvelous talents, that person- 
ality, which showed us, in Delsarte himself, the heights 
to which a dramatic singer may attain. What sur- 
prises and subjugates us in these privileged persons is 
the secret of nature ; it is not to be written down, 
not to be demonstrated ; this unknown quantity, this 
mystery, reveals itself at its own time by flashes, 
and with diflcrcnt degrees of intensity during the 
career of the same artist Some have thought to 
explain the prodigy by that superior instinct known 
as intuition ; but the discovery of the word does not 
open the arcanum. 

I have' said enough, I hope, in regard to the 
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science created by Delsarte, to put upon the track 
such minds as are apt for the subject, and endowed 
with sufficient penetration to assimilate it; but it 
must not be disguised tliat even should the whole 
work be collected together, the science must still 
await its examination, its verification and its com- 
plements; for a science at its birth is like a pro- 
gram given out for the study of present and future 
generations. Delsarte was still working on his to 
the last years of his life. Every day he gained fresh 
insight; he added branches and accessories. Yet 
the criticisms of details which will come later— even 
when they are justified, — ^will not rob the inventor 
of the glory of his scientific discovery. Let genius 
invent, scholars pursue its discoveries! • • • 
If genius works alone, scientists work hand in hand. 




CHAPTER II. . 
THE METHOD. 

I have shown Delsartc as a composer, as pre-emi- 
nently an artist, who, as a certain critic says, " was 
never' surpassed: " I have insisted upon the two 
titles which form his special glory : tliat of revealcr 
of the laws of aesthetics, and that of creator of a 
science ki support his discoveries ; a science whose 
application relates particularly to the dramatic and 
lyric arts, although at its base, and especially when 
considered as law, it embraces all the liberal arts. 

It remains for me to speak of his method, properly 
so called ; of his precepts, his maxims, his opinions 
and his judgments ; of that, in a word, which con- 
stitutes the |)crHonal manner of each master, and 
his mode of instruction ; for if the law is single in 
its essential and constitutive ideas, it radiates into 
diversity in its individual manifestations ; ii has iuji- 
miic possibilities, 

Delsarte considered art as the surest, purest and 
most constant good in life. He required much time 
to complete the education of a pupil, because he 
knew how long it had taken him to master the 
methods of translating, through that noble interpre- 
ter, art. the best and most sublime possibilities of 
the human soul ; and because he knew as well all 
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that is inherent in our nature of vice and imperfec- 
tion. I le held that the truth, be it good or bad, is 
always instructive. 

In regard to truth he says : ^ A man may possess 
remarkable qualities, may have grace, expression, 
charm and elegance, but they are all as nothing if 
he docs not interpret the truth.'* He desired the 
artist to study beauty in every form, to seek and dis- 
cover its secrets. He tells us that he himself 
studied the poses of the statues of antiquity for fif- 
teen years. 

It was in consequence of this period of study, 
assuredly, that the master condemned the parallel 
movement of the limbs in gesture, and recommended 
attitudes which he called inverse; if, for instance, 
the actor leans on his left leg, the corresponding 
gesture must necessarily be entrusted to the right 
arm. 

Tlie master taught that the gesture — the true 
interpreter of the sentiment — should precede tlic 
word. He added : *' The word is but an echo, thq 
thought made external and visible, the ambassador 
of intelligence. Every energetic passion, every 
deep sentimentjs accordingly announced by a sign 
of the head, the hand or the eye, before the word 
expresses it." Thus, the actor and the orator, if 
they do not conform to this precept, have failed to 
attain to art. 

Delsarte proves his assertion by giving examples, 
somewhat overdrawn, in a sense the inverse of this 
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theoiy. Nothing was more amusing than to see 
him execute one of these dilaiory gestures; for 
instance, this phrase, uttered by the lackey of some 
comedy, delivering a message : '' Sir, here is a letter 
which I was told to deliver to you at once/* The 
hand extending the note unseasonably, produced so 
ridiculous an effect that the heartiest laiighter never 
failed to follow. 

On Ellipsis. 

The preceding steps lead us to ellipsis, which plays 
an important part in the method of Delsarte. 

All the thoughts and sentiments contained in lit- 
erature, in one comprehensive word, are entrusted 
to the mimic art of the actor, whose essential agent 
is gesture. The conjuncHan and iHitrjecHan are 
alike elliptical; thus in the phrase: ''Ah! * * 
how unhappy I am I ^ ^ ** " Ah !** should imply 
a painful situation before the explanatory phrase 
begins. In his couru of applied asihsHcs^ Delsarte 
gives us the striking effects of the elliptic conjunc- 
tion. 

On Shades and InJUctiens. 

The shade, that exquisite portion of art, which is 
rather felt than expressed, is the characteristic sign 
of the perfection of talent ; it forms a part of the 
personality of the artist You may have heard a 
play twenty times with indifference, or a melody as 
often, only to be bored by it ; some fine day a great 
actor relieves the drama of its chill, its apparent 
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nullity; the commonplace melody takes to itself 
wings beneath the magic of a well-trained, exprcs- 
sive and sympathetic voice. Delsarte possessed this 
artistic talent to a supreme degree, and it was one 
of the remarkable parts of his instruction ; he had 
established typical phrases, where tlie mere shade 
of inflection gave an appropriate meaning to every 
variety of impression and sentiment which can pos- 
sibly be expressed by any one set of words. One 
of these phrases was this: ''That is a pretty dog!" 

A very talented young girl succeeded \n giving to 
these words a great number of different modulations*, 
expressing endearment, coaxing, admiration, ironi- 
cal praise, pity and affection. Delsarte, with his far- 
reaching comprehension, conceived of more than 
600 ways of differentiating these examples ; but he 
stopped midway in the execution of them, and cer- 
tainly no one else will ever pursue this outline to its 
farthest limits. 

The second phrase was : ''I did not tell you that 
I would not I •' 

This time the words were given as a study for 
adults; they lent themselves to other sentiments; 
they revealed, as the case might be, indifTerence, 
reproach, encouragement, the hesitation of a troubled 
soul, etc. 

It was by means of these manifold shades that 
the artist-professor established characteristic diflfer- 
ences in parts wherein so many actors had seen but 
the identical fact of a similar passion or a similar 
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vice. To his mind, all misers were not the same 
miser, nor all seducers the same seducer. In sing- 
ii|g particulariy, with what art Delsarte used the in- 
flection! 

On Vocal Music. 

In regard to lyric art especially, Delsarte had his 
peculiar and personal theories. Singing was not to 
him merely a means of displaying the singer's voice 
or person; it was a superior language, charged 
with the rendition, in its individual charm, of all the 
greatest creations of literature and poetry; all the' 
sweet, tender, or cruel sentiments possible to hu- 
numity. 

This exceptional singer attained his effects partly 
by means' of certain modifications of the rhythm, 
which caused inattentive critics to say : ** Delsarte 
does not observe the measure." What they them- 
selves failed to note, was that the first beat was 
always given firmly ; and that it was in the divisions of 
one measure, and by subtle compensations, that he 
made the diflerence. Far from having cause for com- 
plaint, the composer gained thereby, a more clear 
expression of his thought, a more persuasive expan- 
sion of his sentiment, and the respiration appeared 
more easy. It was something similar — ^with a greater 
value — to that personal punctuation with which skil- 
ful readers often divide the text which they translate. 

It was particularly in recitative, the style, more- 
over, least subject to precise laws, that Delsarte 
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used this license ; and it was in this style that he 
especially excelled.. 

And is it not in what remains unwritten that the 
singer's true greatness is revealed? What dilettante 
has not felt the power of a more incisive attack of 
the note; of that prolongation of the note» held 
imperceptibly, which, having captured it, holds the 
attention of the listener? 

])ut, to hear these things, it is not necessary, as 
the saying is, *' to bestride tccluiiqncy In so far as 
the training of the voice is concerned, Delsarte gave 
himself a scientific basis. He was the first to think 
that it would be well to know the mechanism of the 
organ, that it might be used to the best advantage, 
both by avoiding injurious methods of exercising it, 
and by aiding the development of the tone by ap- 
propriate work. 

In his rooms were to be seen imitations of the 
larynx — in pasteboard— of various sizes. His pu- 
pils, it seems to me, could profit but little by these 
far from pleasing sights. At the utmost it increased 
their confidence in the man who desired an inti- 
mate acquaintance with everything relating to the 
art which he taught It is to teachers particularly 
that the introduction of this auxiliary into the study 
of the vocal mechanism may have been of some 
value. I have lately learned that several siixging 
teachers use these artificial larynxes. Can priority 
be claimed for Delsarte? I can only affirm that he 
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refers to them in a treatise signed by himself, and 
dated in the year 1831. 

I shall not enter into the details of this contin- 
gent side of the method ; the statement of the facts 
b enough to lead all those who are interested, to 
devote thought and study to the matter. I prefer 
to dwell upoA the things which Delsarte carried 
with him into the grave, having written them only 
on the memories of certain adepts destined to dis- 
appear soon after hinu 

On Respiration. 

Delsarte established his theory of diaphragmatic 
htaihing in accordance with his anatomical knowl- 
edge. It consists in restoring the breath, without 
eflbrt, from the commencing lift of the diaphragm to 
the production of the tone. He opposed it to the cos- 
tai breathings which brings the lungs suddenly into 
action by movements of the chest and shoulders, and 
causes extreme fatigue. " The chest," he says, 
** should be a passive agent ; the larynx and mouth, 
aiding the diaphragm, alone have a right to act in 
breathing; the action of the larynx consists of a 
depression, that of the mouth should produce the 
canalization (concavity) of the tongue and the ele- 
vation of the veil of the palate." 

To this firyt idea is attached what the master 
taught in regard to the distinction between vital 
heath and artificial breath. It is certain that 
one may sing with the natural respiration ; but it is 
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rapidly exhausted if not augmented by additional 
inhalation ; for it results in dryness and breathless- 
ness, which cause suflering alike to singer and 
listener. The artificial breathy on the contrary* pre- 
serves the ease and freshness of the voice. 

On the Position of the Tone. 

The placing of the tone was one of Delsarte's 
great anxieties. According to his theory, the attack 
should be produced by explosion. He rejected that 
stress which induces the squeezing out of the 
tone after it is produced. The way to avoid it is to 
prepare rapidly and in anticipation of the emission 
of the note. 

These ideas demand oral elucidation; but it is 
enough to declare them, for teachers and singers to 
recognize their meaning. 

On the Preparation of the InitieU Consonemi. 

The preceding lines refer to vocalization ; but 
Delsarte applied the same process to pronunciation. 
Ho directed that the inituU consonant should be pre- 
pared in the same way as the attack on the tone ; it 
was thus produced distinctly and powerfully, that 
is, in less appreciable extent of time. Such is the 
concentration of the archer preparing to launch an 
arrow ; of the runner about to leap a ditch. The 
master in no case permitted that annoying compass 
of the voice before a consonant, so frequently 
employed by ordinary singers. The Italians ju!^y 
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translate this disagreeable performance by the word 
sirauiuai0 (dragged out or prolonged). 

Exercises. 

Dclsarte has been severely blamed for the way in 
which he trained tlic voice. I have nothing to say 
in regard to those who imputed to him physical and 
barbarous methods of developing it ; but it may be 
true that he endangered it by certain exercises or 
by failure to cultivate the mechanism. I do not 
feel myself competent to pronounce upon this tech- 
nical point* but I can give an exact account of what 
was done in his school. 

Delsarte directed that the tones should be swelled 
on a single note, E flat (of the medium) ; he 
claimed tliat by strcngtliening this intermediary note 
the ascending and descending scales were sympa- 
thetically strengthened. He thus avoided, as he 
said, breaking the high treble notes by exercises 
which would render the cords too severely tense, 
convinced morever, that at a given moment a burst 
of enthusiasm and will-power would take the phtce 
of .assiduous practice. 

He also taught that this special exercise of the 
medium would prevent the separation of the regis- 
terSt that phylloxera of the vocal organ, which 
wrecks so many singers, and causes them so many 
sorrows. This was the way to gain that mixed voice, 
the ideal held up to the scholars as being the most 
impressive and the most exquisite ; that which at 
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the same time ravished the car* and charmed the 

heart. 

This master considered the chest-voice as more 
particularly physical ; and the head-voice, it must 
be confessed, is too much like the voice of a bird* 
to awaken sentiment and sympathy. 

Delsarte himself possessed this mixed voice ; in 
him, it seemed to start from the heart, and brought 
tears to eyes which had never known them. The 
power of that tone — ^allied to the perfection of shad- 
ing, diction and lyric declamation— caused every 
listening soul to vibrate with latent emotion which 
might never have been waked to life save by that 
appeal. 

I return to the practice of swelled tones upon the 
note E flat. This note certainly acquired broad and 
powerful tones about which there was nothing forced, 
and which were most agreeable. This develop- 
ment was communicated to the neighboring notes. 
But did not these advantages take from the compass 
of the scale ? If so, were they a counterbalance to 
the injury? I repeat that I dare not affirm anything 
in this respect. 

Delsarte, assuredly, did not give as much space 
to vocalization as other teachers, especially those of 
the Italian school. 

It is also undeniable, that dramatic singing — 
the style which he preferred — is dangerous to the 
vocal organism ; particularly when one practices the 
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skruk «r unam^ which produces a fine cflect when 
skilfully employed, but is most pernicious in excess. 

Debarte was too conscientious an artist not to 
sacrifice his voice, at certain moments, to his pa- 
thetic effects; but he was very careful to warn his 
scholars against the abuse of this method ; he di- 
rected them to use it but very rarely, and with the 
greatest precaution. 

I should also say, in his favor, that light voices 
were very differently trained from heavy ones. 
Madame Carvalho, who began her studies in his 
school, did not alter the flexible but feeble organ she 
brought there. Mile. Chaudesaigucs and Mile. Jacob, 
under Delsarte's tuition, attained to marvels of flex- 
ibility, without losing any of their natural gifts. 

Appoggiatura. 

Delsarte brought about a revolution in French 
music in everything relating to appoggiatura, or 
rather, he restored its primitive meaning. The way 
in which he interpreted it has created a school. 

He Uught that the root of the word — appoggiatura 
— being appuyer (to sustain), the chief imporUnce 
should be given in the phrase, to appoggiatura, by 
extent and expression ; the more so that this note 
is generally placed on a dissonance ; and, according 
to this master's system, it is on the dissonance — 
and not at random and very frequently, as is the 
habit of many singers — that the powerful eflect of 
die vibration of sound should be produced. 
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Contrary to this opinion, the appoggiatura was for 
a long time used in France as a short and rapid 
passing note ; it tlius gave the music a vivacious char- 
acter, wholly discordant with the style of serious com- 
positions; the music of Gluck was particularly 
unsuited to it 

Roulade and MarUUato. 

In every school of singing the roulade is cflTectea 
by means of the staccato and legato. Delsarte had 
a marked prejudice in favor of the martellato, which 
partakes of both. He compared it, in his pictur- 
esque way of expressing his ideas, to pearls united 
by an invisible thread. 

Pronunciation. 

The master's pronunciation was irreproachable; 
not the slightest trace of a provincial accent; never 
the least error of intonation, the smallest mistake in 
regard to a long or short syllable. What is perhaps 
rarer than may be thought, he possessed, in its abso- 
lute purity, the prosody of his native language, alike 
in lyric declamation and in the cantabile. His pene- 
trating tones added another charm to the many 
merits which he had acquired by study. 

Pronunciation, therefore, was skilfully and care- 
fully taught in Delsarte's school. The professor's 
first care was to correct any tendency to lisp, which 
he did by temporarily substituting the syllables 
te, de, over and over again, for the faulty R. This 

4 
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substitution brought tlie organ back to tlie requisite 
position for the vibration of the R. 

This process is now in common use ; but I can- 
not say whether it was employed before Delsarte's 
day. He obtained very happy results from it 

E muU before a ConsonanL 

Delsarte did not allow that absolute suppression 
of the E mute before a consonant, which seems to 
prevail at present* and which produces so bad an 
effect in delivery. As the evil, at the time of which 
I speak, was yet comparatively unknown, he did not 
make it a case of conscience ; but if he never lent 
himself to this ellipsis, he, " the lyric Talma," " the 
exquisite singer/' as he has frequently been called, 
should we not regard his abstinence as a condemna- 
tion from which there is no appeal? I do not 
believe, moreover, that either Nourrit or Duprd 
authorised by their example a habit so contrary to 
the rules of French versification, so disagreeable 
to the well-trained ear and so opposed to good taste. 
Such young singers as have yielded to it, have only 
to listen to themselves for one moment to abandon 
it forever. 

It is certain that E mute can in no instance be 
assimilated to the accented E ; but to suppress it 
entirely, is to break the symmetry of the verse, to 
put the measure out of time. It is unmistakable 
that the weakness of the vowel, or mute syllable, 
oonoems the sound, not the duration. Let it die 
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away gently ; but for Heaven's sake, do not murder 
it 1 Voltaire wrote : '' You reproach us with our E 
mute» as a sad» dull sound that dies on our lips, but 
in this very E mute lies the great harmony of our 
prose and verse/* Littr6 recognizes two forms of 
the E mute : the E mute, faintly articulated as in 
" Anu;*' and the E mute sounded as in /ir/, a^ it; 
but he does not allude to an E which is entirely 
null. 

Once more, then, that there may be no misunder- 
standing, let me say that the word wf/ZIr added to the 
E, has but a relative sense, in view of the two vowels 
of the same name and marked with an acute or a 
grave accent 

One fact throws light on the question : did any 
author ever make a character above the rank of a 
peasant or a lackey, say: 

Take an example from Voltaire (tragedy of the 
Death of Csesar) : '' Voilii vos sucassiurs^ Horace^ 
Diciusy Evidently, if the E mute had not been 
counted, the second hemistich of the Alexandrine 
verse would have had but five syllables instead of 
six. _ 

Would any one like to know how the heresiarchs 
of the E mute would manage? 

In this instance they would repeat the A of the 
penultimate, aspirating it and pronouncing thus: 
" Vait^ vos tuccisuurs^ Hora • • • m/^ D4ci$$s.^ 
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In this way they would have the requisite number 
of syllables ; but they would be wholly at odds with 
the dictionary of the good actors of tlie Theatre 
Fran^ais. 

This falsification is especially common in singia{;» 
though it is no less revolting in that field of art 
How often at concerts — the force of tradition saves 
us at the the atre do we hear even artists of great 
reputation pronounce: 

** Quel jour prosp ^ . .€f^ plus de mysii . . cr** in- 
stead of: ^^ Quel jour prospire plus di my s^re'* Kvi'dL^ 
. in one of the choruses of the opera *^La Riim tU 
Chjtpre - .• 

** JmmmU^ jmitmit en Fnr/f . • . tm^ 

Instead of: 

Jamais PAmfimU mt ri^mefmi** 

This anomaly is most oflfonsive in the final syl- 
lable of a verse» because there the measure is more 
impaired than ever, and in tliis way that alternation 
of male and female rhymes is suppressed, which 
produces so flowing and graceful a cadence in 
French verse 

E mutt kef ore u Voxoet. 

The encounter of E mute in a final syllable* with 
the initial vowel of the word which follows it, makes 
the defect more apparent and accordingly easier to 
fight against 

Debarte's process was as follows : When a silent 
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syllable is immediately followed by a word begin- 
nini; with another vowel, the E mute (by a pro- 
longation of the sound of the penultimate) is 
suppressed with the next letter. Thus in the aria 
of Joseph (opera by Mehul) : 

^^Loin dc voiis a langui viajeuui^ . . scxilU; ** and 
in Cotwl Ory : *• Sa/u/, 6 vinira . , . bUrmiie!* 

In these cases, by an unfortunate spirit of com- 
pensation» the abettors of the innovation, suppress- 
ing the grammatical elision, sing thus : 

**ZWm dt vt*Mt a lamgni majatmi « • • es^txiHe*^ 
••Sa/ui^ A vi;:rnt . . . aki^ermi . . . #//" 

Littri3*s Dictionary gives us the same pronuncia- 
tion as Dclsartc ; and his written demonstration is even 
more positive. We find favorablcs auspices^ arbres 
abattiis, written in this way : ^^ fa^'Vo^ra^lc-oHiHspi'- 
ces^ arbrc^s-^battiisy 

It is, however, very difficult to express these dif- 
ferences exactly, in type: what Littrd expresses 
radically by typographic characters, is blended with 
most natural delicacy by the voice of a singer. 

Thus, according to Delsarte, the E mute of a final 
syllabic should be suppressed before a vowel, on 
condition of a prolongation of the sound, in har- 
mony with the penultimate syllable. 

According to Delsarte again, according to Vol- 
taire, according to Littr^, the E mute is weakened, 
more or less, but never eompletely suppressed, be- 
fore a consonant. 

Finally Legouv^, whose voice is preponderant in 
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these matters, whose books are in the hands of the 
whole world, has never entered into this UttrUidal 
conspiracy. 

I hope to be pardoned this long digression, think- 
ing it my duty to protest against such a ludicrous 
method of treating French prosody ; I do so both 
in the name of aesthetics and as a part of my task as 
biographer of Delsarte.* 
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CHAPTER III. 
THE METHOD CONTINUED. 

Maxims^ DcfinUioHS^ Precepts^ Thoughis. 

'* Art should move the secret springs of life» con- 
vince the mind and persuade the heart.' 

" Beauty purifies the sense, 
Truth illuminates the mind» 
Virtue sanctifies the soul.'* 



" The more lofty the intellect, the more simple 
the speech. (So in art.)" 



" Accent is the modulation of the soul.' 



** The artist who does not love, is by that iact 
rendered sterile." 



u 



u 



Art is a regenerating or delighting power.' 



Rhythm is the form of movementi 
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Melody is that which distinguishes. 
Harmony is that which conjoins." 

• 
** Routine is the most formidable thing I know. 
** If you would move others, put your heart in 
tiie place of your larynx ; let your voice become a 
mysterious hand to caress the hearer.** 

• • 

** Nothing is more deplorable than a gesture 
without a motive. 

** Periiaps the best gesture is that which is least 
apparent 

** The prelude and ritomello are the moral ex- 
pression of the song. We should profit by this exor- 
' dium to {;ive the right aspect, to predispose the 
audience in our favor. We should indicate, lead 
them to expect from our facial expression, the 
thought and words which are to follow ; the ravished 
listener, in fine, should be dazzled by a song un- 
heard as yetf but which he guesses or thinks he 



'* There is always voice enough to an attentive 
listener.** 

This maxim is unfortunately unknown to the 
majority of singers, and the public, that lover of 
noise and even of shrieks, is their accomolice to a 
great extent 

** Persuade* yourMlf that there arc blind men and 
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deaf men in your audience whom you must tu^t^, 
iiiUresi and persuade! Your inflection must become 
pantomime to the blind, and your pantomime* inflec- 
tion to tlie deaf/* 

" The mouth plays a part in everytliing evil which 
we would express, by a grimace which consists of 
protruding the lips and lowering the corners. If the 
grimace translates a concentric sentiment, it should 
be made by compressing the lips." 

" Conscious menace — that of a master to his 
subordinate — is expressed by a movement of the 
head carried from above downward. 

" Impotent menace requires the head to be moved 
from below upward." 

''Any interrogation made with crossed arms must 
partake of the character of a threat'* 

" When two limbs follow the same direction, they 
cannot be simultaneous without an injury to the law 
of opposition, therefore direct movements • • • 
should be successive; and opposite movements 
• • • simultaneous.'* 

' Progression of the articulations of the arm* 
" Here follow the vital expression of the arm and 
the progression through which it should pass in 
moving from one articulation to another. 
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** There are Uirec great articular centres : the 
sAcm/Jen tlbaw and wrist Passional expression 
passes from the shoulder* where it is in tlie emo- 
tional state, to the elbow, where it is presented in 
the aflectional state ; then to the wrist and the thumb, 
where it is presented in the susceptive and volitional 
state/* 

In another note we find : 

** Three centres in the arm : the shoulder for pa- 
thetic actions; the clbaw^ which approaches the 
body by reason of humility, and reciprocally (that 
is inversely) for pride; lastly, the hand for fine, 
spiritual and delicate actions. 

**The initial forms of movements should be — 
in virtue of the zones whence they proceed— the 
only explicit, and consequently the only truly 
expressive ones. 

** Science and art form two means of assimilation : 
the one by way of absorption, the other by way of 
emanation. 

** By science, man assimilates the world, by art he 
assimilates himself to the world. 

"If science perpetuates things in us, art perpetu- 
ates us in things and causes us to survive therein. 

*' If by science man makes himself pre-emii 
subjugating the things of this world, by art, he 
renders them supernatural by impressing upon them 
the living characters of his being. 

**Art is an act by which life lives again in that 
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which in itself has no life.'* (Note written on his 
desk and found after tlic deatli of Dclsarte.) 

" Bad actors exert themselves in vain to be moved 
and to afford a spectacle to themselves. On tlie 
other hand» true artists never let tlieir gestures re- 
veal more tlian a tcntli part of the secret emotion 
that they apparently feel and would hide from the 
audience. Thus tliey succeed in stirring all spec- 
tators." 

" No» art is not an imitation of nature : art is 
better than nature. It is nature illuminated." 

*' There are two kinds of loud voices: the vocally 
loud, which is the vulgar voice ; and the dynamic- 
ally loud, which is the powerful voice.'* 

Tliis assertion is the result of the general theory 
of Delsarte» who places the vocal apparatus under 
the direct empire of sensation ; while the dynamic 
voice is supposed to be moved by a conscious force. - 
Tlie following phrase seems indicative of this : ** A 
voice, however powerful it may be, should be infe- 
rior to the power which animates it" 

" External gesture being only the reverberation of 
interior gesture, which gives it birth and rules it» 
should be its inferior in development." 

On the whole, this is a warning to sobriety in 
gesture ; but the master always desired, as the case 
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might be» the complement of (or the preparation 
for) the physiognomic or pathetic movement of the 

voice. 

** Every object of agreeable or disagreeable as- 
pect which surprises us» makes the body recoil. The 
degree of reaction should be proportionate to the 
degree of emotion caused by the sight of the 
object" 



** Without abnegation, no truth. — ^We should not 
pie-occupy the audience with our own personality. 
There is no true, simple or expressive singing with- 
out self-denial. We must often leave people in 
ignorance of our own good qualities. 

'*Tojuse expression at random on our own au- 
thority, expression ai all liozards^ is absurd.** 

'* The mouth is a vital thermometer, the nose a 
nsoral thermometer.'* 

*' Dynamic wealth depends upon the number of 
articulations brought into play; the fewer articula- 
tions an actor uses, the more closely he approaches 
the puppet** 

This precept, peculiarly applicable to articula- 
tions, annub no jot of what has been said in regard 
to sobriety of gesture. 

** A portion of a whole cannot be seriously ap» 
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preciated by any one ignorant of the constitution of 
that whole.'* 

• 

'* An abstract having been made of the modes of 
execution which the artist should learn before handl- 
ing a subject, two things are first of all requisite : 

" I . To know what he is to seek in that subject itself; 

''2. To know how to find what he seeks.*' 

• 
" Is not the essential principle of art the union 
of truth, beauty and good ? Are its action and aim 
anything but a tendency toward the realization of 
these three terms? " 

Advice auti Warning. 

" Let your attitude, gesture and face foretell what 
you would make felt** 

" Be wary of the tremolo which numy singers 
take for vibration.** 



'* If you cannot conquer your defect, make it 
beloved." 

It is self-evident that this result can only be 
attained after long struggles with the defect 

'* The initial consonant should be articulated di»» 
tinctly ; the spirit of the word lies in it** 
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**A movement should never be mixed with a 
facial trait** 

** Things that are said quietly should sing tlicm- 
aeives in the utterance." 

This idea must have been elaborated in the class. 
It undoubtedly had reference to the recitation. 

** Two things to be observed in tlie consonant : 
its explosion and its preparation. Tlie /, 4/, /, etc., 
keep us waiting ; the cA^ Vtj\ prepare themselves, as : 
* wu€H€S^ The vocals ne^ nu^ re arc muffled." 

The following notes relate more particularly to 
esthetics: 

'^iGsthetics b the science of the sensitive and 
passional manifestations which are the object of art, 
and whose psychic form it constitutes." 

** We have a right to ask a work of art by what 
methods it claims to move us, by which side of our 
character it intends to interest and convince us." 



is the science of the organic signs 
by which aesthetics must study inherent fitness. 

** The object of art. therefore, is to reproduce, by 
the action of a superior principle (ontology,) the 
organic signs explained by semeiotics, and whose fit- 
ness is estimated by aesthetics. 

** If semeiotics does not tell us the passion which 
tiie sign reveals, how can aesthetics indicate to us 
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the sign which it should apply to the passion tliat 
it studies? In a word, how shall the artist translate 
the passion which he is called upon to express? 

*'i£sthetics determines the inherent forms of sen- 
timent in view of tlie effects whose trutli of relation 
it estimates. 

*' Semeiotics studies organic forms, in view of the 
sentiment which produces them. 

•* To sum up : 

1. *'If, from a certain organic form, I infer a 
certain sentiment, that is Semeiotics. 

2. " If, from a certain sentiment I deduce a certain 
organic form, that is Esthetics, 

3. ** If, after studying the arrangement of an 
organic form whose inherent fitness I am supposed to 
know, I take possession of that arrangement under 
the title of methods, invariably to reproduce that form 
by substituting my individual will for its inherent 
cause, that is Art, 

4. " If I determine the initial phenomena under 
the impulsion of which the inherent powers act upon 
the organism, that is Ontology. 

5. " If I tell how that organism behaves under 
the inherent action^ that is Physiology. 

6. ** If I examine, one by one, the agents of that 
organism, it is Anatomy.'^ 

I carry the series no farther because the author, 
straying more and more aside from aesthetics, his 
classification no longer comes under the heading of 
this chapter. 




CHAPTER IV. 
WAS DELSARTB A PHILOSOPHER ? 

If we consider philosophy in the light of all the 
questions upon which it touches, the subjects which 
it embraces, we must answer ** No ; " but if we con- 
centrate the word within the limits of aesthetics, wc 
may reply in the affirmative. Did not Delsartc point 
out the origin of art, its object and its aim? 

Not that this master never exceeded the limits of 
his science and his method. He had sketched out 
a ** Treatise on Reason," and had begun to classify 
the faculties of being, entering into the subject more 
profoundly than the categories of Kant; but all this 
only exists in mcro outline, in a technology whose 
terms have not been weighed and connected to- 
gether by a solid chain of reasoning: logic has 
not uttered its final word therein. 

A separate volume would be required to give an 
idea of these gigantic sketches^ which must remain 
in their rudimentary state. 

If Delsarte had finished his work, it would seem that 
he must have leaned toward the scholastic method, 
now so much out of favor ; but certainly he would put 
his own personality into this, as into everything that 
he undertook to investigate ; for he was held back on 
the steeps of mysticism by the science which he h«id 
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created, and which could only afford a shelter to the 
supernatural as un extension of those psychical 
faculties which have been called intuition, imagina- 
tion, etc. 

Tlien tlie influence of Raymond Brucker. who 
died shortly after Delsartc, being lessened, and con- 
scientious and patient study having fed the flame in 
that vast brain, we might have obtained afllirmations 
of a new order. And Delsarte might have met with 
thinkers like Leibnitz, Descartes and Jean Reynaud» 
on that height where religion b purged of super- 
stition and fanaticism, philosophy set free from 
atheism and materialism 1 

If Delsarte had a fault, it was that he regarded 
all modern philosophy as sensuous naturalism ; and 
if reason sometimes seemed to him suspicious* 
it was because he often confounded it with sopliistry* 
which reasons indeed, but is far from being reason. 

Let us regret that Delsartc never finished his com- 
plete philosophy ; but let us be grateful to him for 
having raised his art and all arts to the level of 
lihilosophy, by giving them truth as a basis and 
morality as a final aim; which fairly justifies, it 
seems to me, the title of ariist-phUosophcr^ which I 
have sometimes applied to him. 

I should not neglect, in this connection, to set 
down the explanation, given by Delsarte, of what 
he meant by the word trinity^ as used in his scien* 
tific system. The reader cannot fail to sec the ele- 
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ments of a system of philosophy in this succinct 
statcmcntt this outline to be filled up : 

** The principle of the system lies in the statement 
that there is in the world a universal formula which 
may be applied to all sciences, to all things possible : 
—this formula is iA^ trinity. 

What is requbite for the formation of a trinity? 
Three expressions are requisite, each presuppos- 
ing and implying the other two. Each of three 
terms must imply the other two. There must also 
be an absolute co-necessity between them ; thus, the 
three principles of our being — life, mind and so\il— ^ 
form a trinit)\ 

-Why? 

** Because life and mind are one and the same soul ; 
soul and mind are one and the same life ; life and 
soul arc one and the same niinii." 
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CHAPTER V. 
COURSE OF APPUED iCSTHETICS. 

Meeting of the CireU of Learned Societies. 

Independently of its method, which was especially 
applicable to dramatic and lyric arts, Dclsarte's doc- 
trine» as we have seen, drew from the primordial 
sources, which are the law of things, the principles 
of all poetry, all art and all science. The intense 
light which he brought thence was too dazzling for 
young scholars, whose minds were rarely prepared 
by previous education. It, nevertheless, overflowed 
into the daily lessons, and gave tlicm that peculiar 
and somewhat singular aspect, which acted even 
upon those whose intelligence could not cope with 
it. Such is the mysterious magic of things which 
penetrate before they convince. 

But these lofty problems demanded an audience 
in harmony with their elevation. Delsarte soon 
attracted such. Under the title ** Course of Applied 
^Esthetics," he collected in various places, notably 
at the " Circle of Learned Societies," profane and 
sacred orators, and learned men of all sorts. There 
he could develop points of view as new as they 
seemed to be strikingly true. It was on leaving one 
of these meetings, that a distinguished painter thus 
expressed his enthusiasm : " I have learned so much 
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to-day» and it is all so simple and so true, that I am 
amazed that I never thought of it before." 

The Course of Applied i£stlietics was addressed 
to painters, sculptors, orators, as well as to musicians, 
both performers and composers; and was finally 
extended to literary men. This audience of schol- 
ars was no less astonished and enchanted than 
others had been. 

Theory of the Degrees. 

The theory of degrees was largely developed at 
these meetings, and I have purposely delayed it till 
this chapter. To understand this theory— one of 
the roost striking points in Delsarte's method, and 
original with him,— one should have some idea of 
the grammar which he composed for the use of his 
pupils. 

I will not say that this treatise was complete in 
the sense usually attached to the word grammar. 
There is no mention of orthograpiiy or of lexicol- 
ogy; but. all that is the very essence of language^ 
that from which no language, no idiom can escape— > 
the constituent parts of speech — are examined and 
investigated from a philosophic and psychologic 
point of view. Just as the author examined the 
constituent modalities of our being in the light of 
aesthetics, he seized the affinities between the laws 
of speech, as far as regards the voice— /tj^x— and 
the moral manifestations of art. 

Tbte production of Delsarte has undergone the 
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fate of almost all his works — it has not been printed. 
Indeed, I greatly fear that all his notes on tlie sub- 
ject can never be collected ; nevertheless that which 
has been gathered togetlicr presents a certain devel- 
opment I will not enter into the purely metaphysi- 
cal part, limiting myself, as I have done from the 
beginning of this study, to making known the con- 
ceptions of Delsarte only in so far as they refer to 
the special field of aesthetics. 

In this category, we find the following definitions 
which serve to classify the quantitative values or 
degrees : that is the extent assigned to each articu- 
lation or vocal emission to enable it to express the 
thoughts, sentiments and sensations of our being in 
their truth and proportionate intensity : 

1. Snbsiantivc is the name given to a group of 
appearances, to a totality of attributes. 

2. Adjective expresses ideas, simple, abstract, 
general and modicative ; it is an abstraction in the 
substantive. 

3. Verb is the word that affirms the existence and 
the co-existence between the being existing and its 
manner of existing: that is to say it connects tlie 
subject with the attribute. Tlie verb is not a sign 
of action, but of affirmation and existeitce. 

4. Tlie participle alone is a sign of action. 
i%6%7. The article^ prououn and prepasiii0H fit 

into the common definitions. 

8. The adverb is the adjective of the adjective 
and of the participle (in so far as it is an attribute 
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of the verb) ; it int>difics them both, and is not 
modifiable by either of them ; it is a sign of pro- 
portion, an intellectual compass. 

9. The coHjM$ution has the same function as the 
preposition : it unites one object to another object ; 
but it differs from it, inasmuch as the preposition 
has but a single word for its antecedent, and a single 
word for its objective case, while the conjunction 
ha5 an entire phrase for antecedent, and the same 
for complement. It characterizes the point of view 
under the sway of which the relations should be re- 
garded : restrictive, as but ; hypothetical or condi- 
tional, as iff conclusive, as i/uu, etc., etc. The 
conjunction presents a general view to our thought^ 
it b the reunion of scattered facts; it is essentially 
elliptical. 

10. The inUrjectioH responds to those circum- 
stances where the soul, moved and shaken by a 
crowd of emotions at once, feels that by uttering a 
phrase it would be far from expressing what it 
experiences. It then exhales a sound, and confides 
to gesture the transmission of its emotion. 

The interjection is essentially elliptical, because, 
expressing nothing in itself, it expresses at the time 
all that the gesture desires it to express, for ellipsis 
is a hidden sense, the revelation of which belongs 
exclusively to gesture. 

It must first be noted that these degrees are num- 
bered from one to nine, and that, of all the grammati* 
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cal valucs'deiinedt the conjunction, interjection and 
adverb arc classed highest 

Delsarte made the following experiment one day 
in the " Circle of Learned Societies/' during a Ice* 
turc : 

"Which word," he asked his audience, '* requires 
most emphasis in the lines — 

'* I1ic wave draws near, it breaks, and vomiU ap before ow cyea* 
Amkl the xurgini; foam, a monster hage oTiiize? ** 

The absence of any rule applicable to the subject 
caused the most complete anarchy among the listen* 
ers. One thought that tlie word to be emphasized 
must be Monster — as indicating an object of terror; 
another gave the preference to the adjective An^. 
Still another tliought that vomits demanded the 
most expressive accent, from the ugliness of that 
which it expresses. 

Delsarte repeated the lines : 

*< The wave draws near, it breaks, and . . vomits op before oor cjrcs.** 

It was on the word /r//^that he concentrated all the 
force of his accent; but giving it, by gesture, voice 
and facial expression, all tlie significance lacking 
to tliat particle, colorless in itself, as he pronounced 
the word, the fixity of his gaze, his trembling hands, 
his, body shrinking back into itself, while his feet 
seemed riveted to the earth, all presaged some- 
thing terrible and frightful. He saw what he was 
about to relate, he made you see it; the conjunc* 
tion, aided by the actor's pantomime, opened infinite 
perspectives to the imagination; his words had 
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only to specify the fact, and to justify the emotion 
which had accumulated in the interval. 

But this particle, which here allows of eight dc- 
grees» is much diminished when it fills the office of 
a simple copulative. The extent of th^ word or 
the syllable is always subordinate to the sense of 
the phrase ; in the latter case it does not require 
more than the figure 2. 




CHAPTER VI. 
THE RECITATION OF FABLES. 

Some years before his death Delsarte substituted 
for his concerts, lectures in which he explained his 
scientific doctrines and his philosophy of art He 
also supplied the place of song by the recitation of 
certain fables selected from La Fontaine. He was 
not less perfect in this style than in the interpreta* 
tion of the great r6lcs of tragedy and g^nd lyric 
poems ; but it must be acknowledged, that under 
this new guise, his talent could not display itself in * 
all its amplitude; save for the facial expression 
which gave the lessons of the apologue a variety of 
outline of which La Fontaine himself perhaps never 
dreamed .... and in spite of the fine and scholarly 
accent which he could give to all those clever beasts, 
lie was, on many points, deprived of his power and 
his prestige: how endow a lion with the proud 
poses of Achilles ; and lend the foolish grasshopper 
the Satanic charm of Armida? 

Instead of noble or terrific attitudes, his gesture 
was confined to a few movements of forearm or 
hand ; of his fingers, when the intentions were more 
subtle, more refined .... Still it was always most 
pleasant to hear him. It was Delsarte restrained, 
l3ut not diminished. If you did not recover in his 
speaking voice that sort of enchantment with which 
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his slightly-vcilcd tone pierced the soul, his accent 
remained so pure, so intelligent, that you were none 
the less ravished. 

When, in the fable of The Two Pigeons^ he said : 

"AbHcnoe is the greateiit of ills, . . 
Not so for yo«« crvel one! *' 

He discovered shades, hitherto unknown, with 
which to paint reproach mingled with grief. And 
when he said : 

•• The ant . . . is noi a lender! . . ." 
A more affirmative and striking sense of the char- 
acter attributed to our thrifty friend, was detached 
from thb delay, filled up by a negative movement of 
the narrator's head. 

If Delsarte had limited himself in his lectures, to 
teaching men by means of the menagerie, which was 
a sly burlesque of the courtiers of Louis XIV., 
perhaps he might have made idolatrous partisans 
there as elsewhere ; but it seems as if in the expo- 
sition of his theory, he posed rather as a censor 
than a teacher ; he delighted in baffling the mind 
by paradoxes. * By annexes superimposed and ill- 
blended with his system, he sometimes compromised 
those scientific truths whose splendor bursts forth 
when they are freed from heterogeneous access^iries. 
We cannot otherwise explain the resistance of cer- 
tain minds, distinguished otherwise, to the recogni- 
tion in him of the artist who excited the enthusiasm 
of all the most competent critics and brilliant 
amateurs. 




CHAPTER VII. 

EPISODES IN THE LIFE OF A R^VELATOR.* 

L 

In the preceding chapters I have given a summary 
of the life and a sketch of the method of Delsartc. 
It seems to me that it would not be inappropriate to 
show by what considerations he was led to his criti- 
cism of the official system of education practiced 
up to that time ; and how, in consequence, he was 
drawn on to the ceaseless search for the laws of 
aesthetics, which he continued from his extreme 
youth until his death. He was careful to note them 
down himself, and we have merely to transcribe his 
first rough notes, in which he reveals to us the 
awakening of his surprise at what he afterward called 
" the inanity, the inconsistency and the contradictions 
of schools of art, both private and public." 

The manuscript to which I refer and which is 
entitled, "Episodes in the Life of a Revelator," 
begins thus, without preamble: 

" The subject in question was a scene in the play 
of the MariS'GatxoHS. The young officer whose part 
I was studying met, after an interval of several years, 

* DelMit* left an unfiniiihcd work with ihm title, which work ahuwa the |ienu«tcttG» 
with which he obacnred and aiaiysed all &cu which mif(hl be used for hia artntic 
insinictinn. 
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his former landlord, and as he owed him some 
money, he desired to show himself cordial : * Ah t 
how are you, papa Dugrand?' he says, on encounter- 
ing him. This apostrophe is tlierefore a mixture 
of surprise, soldierly bluntness and joviality. 

** At the first words I was stopped short by an 
abnost unconquerable difficulty in regard to gesture. 
Do what I would, my manner of accosting papa Du- 
grand was grotesque, and all tlie lessons that I took 
on that scene effected no change. Another scholar 
in my place would have gone on ; but the more 
insurmountable the difficulty seemed to me, the 
higher my ardor rose. However, I had my labor 
for my pains. 

"* That's not it,* said my instructors. Good 
heavens ! I knew that as well as they did ; but what 
I did not know, was why that was not it. It seems 
that my professors were equally ignorant, since they 
could not tell me exactly in what my way diflfered 
from theirs. 

**Tbe specification of tliat diflference wou.o nave 
enlightened me, but all remained, with them as with 
me, subject to the uncertain views of a vague in* 
stioct. 

•« • Do as I do,* they said to me, one after the other. 

"Zounds I the thing was easier sakl than done. 

^ ' Put more enthusiasm into your greeting to papa 
Dttgrandr 
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** The greater was my enthusiasm, the more laugh* 
able was my awkwardness. 

** * See here, watch my movements carefully I* 

** ' I do watch, but I don't know how to go to work 
to imitate you; I don*t seize the details of your 
gesture/ (It varied with every repetition.) 

•« f You don't understand ! you don't understand ! 
your wits must have gone wool-gathering. • • • 
You certainly see that tlic first thing is to stretch 
out your arms to your papa Dugrand, since you arc 
so pleased to sec him again 1' 

** I stretched out my arms to their utmost extentt 
but my body, not following the movement, still 
wanted poise ; and my teacher, for lack of the funda- 
mental principles which might have corrected my 
persistent awkwardness, fell back on blaming my 
unlucky intellect 

" After endless lessons it was impossible for nic to 
record anything but a silent example, which had not 
even the advantage for me of being always in luu*- 
mony with itself." 

The poor young student, as you see, was the vie* 
tim of a regular obsession. 

In the freedom of the copy, before the signature 
for press, he gives full scope to this memory. I will 
not follow it out into all its digressions. 

" Heaven knows, however," he says, concluding 
the dialogue between his professors and himself* 
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** with wliat ardor I cultivated my papa Dugrand I I 
dreamed of him nightly : I clung to him with all 
the frenzy of des|>air, for I was determined not to 
be beaten ! I bored my comrades, and my teachers 
finally refused to give mc another lesson on the 
subject; but nothing could daunt the ardor of my 
seal." 

This obstinate persistency, this passion for the 
truth foreseen and sought, which absorbed the youtli 
as if it were a first love, at last won their reward. 
Delsarte shall himself relate the lively scene, which 
was to him a consolation and a hope, and which 
bore such precious fruit for the future. 

-**One day,'* he says, "I was measuring the court- 
yard of the Conservator)', .is usual, in company 
with papa Dugrand, and repeating my ' how are you ?' 
in every variety of tone, when, all at once, having 
got as far as: *How arc you, |>a — ,' I stopped 
short, without finishing my phrase. It was inter- 
rupted by the sight of a cousin of mine, whose visit 
was most unexpected. 

** ' Ah 1 how are you?' I said, 'how are you, dear 
cou — • 

**Here my words were again interrupted by a 
surprise for greater than the first. Struck by the 
analogy between this greeting and the unstudied 
attitude which I had assumed under the action of a 
genuine emotion, I exclaimed: 'Leave me— <loQ*t 
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disturb me— Fw hit ifr--wdtfor nc — alayvAicM 
you arc— Fve hit it' 

But what is it that yoo*ve hitr 
' The dickens, papa Dttgnuid/ 

Thereupon* I vanbhed to run to my mirror and 
reproduce die eflect which I had surprised. 

**Thc gesture did not correspond to what had 
been prescribed. It was as harmonious m it wna 
true; it was nature herself irbo tau^t it to me. 

**Thi8 is what had happened: 

'* My arms were not extended towaid the object 
of my surprise, and my body was bent suddenly 
•backward. 

'* What an ovcrthrowal of all conjectures ; what a 
denial of the theories of my instructors I what argu* 
mcntH could they invoke in the face of truth itself ? 

'* ' What,' thought I, ' are my masters absolutely 
ignorant of the laws of nature?' 

** Returning from my cousin, whom I speedily 
despatched, not without thinking of the fragility of 
the heart, I gave myself up to my interrupted course 
of reflections/' 



At this point in his story, Delsarte yields himself 
up to considerations on human reason and the reason 
of things, over which we will not linger, because 
they belong rather to philosophic theology than to 
the science of aesthetics. I confine myself to what 
especially relates to art 
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'* I conclude that reason is blind in tlie matter of 
principles ; and from another side it is evident to me 
that witliottt this reason I could not utilize a prin-, 
cipic/* 

Delsarte decides that he must study the phenom- 
ena of instinct to prove whether they are prescribed 
by a physical or a spiritual necessity. Whence it 
' would result " that their motives are of supreme im- « 
|x>rtance." And '* admitting that there exists a 
material reason above and beyond human reason,** 
he sccks» without prejudice, he says, in this reason . 
that which concerns his art ; he proposes to gener- 
alize its precepts, to arrange its deductions. 

From this point of view he again takes up his 
-phraiic : "Ah t how are you, papa Dugrand ?**, proves 
that the style which instinct taught him is unques- 
tionably the best, and, starting from that, he strives 
to generalize by means of analogies. He puts ques- 
tions and gives the answers. 

** When does a man bow his head before the ob- 
ject which strikes his eye? 

** When he considers or examines it 

** Does he never consider things with head raised ? 

** Yes, when he considers them with a feeling of 
pride : it is thus that he rules them or exalts them ; 
and also when he questions them with his glance ; 
in fine, when what he sees astonishes or surprises 
him ; but so soon as that surprise is great enough 
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to raise hb shouklert and hb arms, as by a galvanic 
shock, the head takes an bverse directtettt it sinks 
and seems anxibiisto become solkl to ofler more re- 
sistance to that which mi^t attack it 

•* If the head b lifted to hiok at that which sur^ 
prises it» it is because it has no great interest in the 
fecognitk>n of that which it considers ; bat as soon 
as that interest commands it to examine, to reco|K. 
nice, it is instantly lowered and phMDcd in the state 
of expectation. 

**Now, how does surprise cause us to lift <nir arms? 

*' The shoulder, in every man who is agitated or 
moved, rises in exact proportion to the intensity of 
his emotion. 

" It thus becomes the thermometer of the emo- 
tions. Now, the commotion that imprints a strong 
impression, communicates to the arms an ascending 
motion which may lift them high above the head. 

'* But why do not the arms, in an agreeable sur- 
prise, tend toward the object of that surprise? 

** The arm should move gently toward the ob- 
ject that it wishes to caress. Under the rapid action 
of surprise, therefore, it could only injure or repel 
that object _ 

" This it does in aflfright 

**But instinct— that marvelous agent of divine 
reason — in that case turns the airms away from the 
object which they might injure by the rapidity of 
their sudden extension, and directs them toward 
heaven, leads them to rise. 
6 
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** It remains to find the justificatory reason for this 
retroactive movement of the body which seems 
illogical at first sight 

*' In what case docs the body take an inverse 
direction to the object which attracts it? 

** We move away from the thing which we con- 
template to prove to it, doubtless, the respect and 
veneration that it inspires; thus the retrograde 
movement may be the sign of reverence and saluta- 
tion, and moreover that the object before which it 
is produced is more eminent and more worthy of 
veneration. 

** A salutation without moving should only occur 
in the case of an equal or an inferior. 

*' When a painter examines his work» he moves 
'away from it perceptibly. 

'*The picture dealer, in general, examine it 
closely and with a magnifying glass in hand ; but 
this direct vision is but a short and limited vision. 

**The painter, by moving away, seizes by synthetic 
vbion the harmonious relations of the work. 

*'Thus/' adds Delsarte in closing his first " Episode 
in the Life of a Revelator," " by a chance circum- 
stance I learned how vain are the precepts dictated 
by the caprice of a master without a doctrine. I 
possessed facts, a thousand applications of which I 
saw around me, and these applications led to new 
precepts. 

** Thenceforth I held the nucleus of the science 
and I did not despair of forming it*' 
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Dclsartc afterward finbbed his remarks on the 
movements of the head, and I connect them with 
this episode, where they seem to me appropriately 
placed. He asks: . 



*' If contemplation or simple admiration are pro- 
duced alike by the retreat or advance of the head, 
in what circumstances and to what point may these 
inverse attitudes be indifferently produced ; or if ** 
(as he supposes a prion) ** these attitudes recognize 
two reasons for being distinct, what are those 
reasons? 

" Two words, as important as they are opposite in 
tlic sense that they determine, arc disengaged: 
sensuality and tenderness. 

" Such are the sources to which we must refer the 
attitudes assumed by the head on sight of the object 
considered. 

" Between these inverse attitudes a third should 
naturally be placed. It was easy for me to charac* 
tcrizc this latter : I called it eoloriess. 

'* It is entirely natural that the man who considers 
an object from the point of view of the mere exaoi- 
ination which^i^ mind makes of it, should simply 
look it in the face until that object had aroused the 
movements of the soul or of the life." 



Here fife is equivalent to senseUUm^ according to 
the classification of the modalities of the human egm 
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which fonii!! the basb of Delsarte's system, and 
which he calls, lift^ sohI (or ufUitHeni)^ mind. 

** Whence it follows that under the impulse of the 
soul or the senses the head is bent. It leans toward 
the person addressed, if the spiritual side predomi- 
nate; in contempt of self, the examiner bends toward 
his object 

**The head retroacts and leans in the inverse 
direction, if the observer make his examination in a 
wholly subjective interest 

** Consequently I proved that there arc two related 
looks : that of sensuality and that of tenderness. 

^ The former of these glances is addressed cxclu* 
sively to the form of its object; it caresses the 
periphery of it and, the better to appreciate its total- 
ity, moves away from it This is what occurs in the 
retroactive attitude of the head. 

*' The other look, on the contrary, aims at the 
heart of things without pausing on the surface, dis- 
daining all that is external. It strives to penetrate 
the object to its very essence, as if to unite itself 
more closely with it ; it has the abandonment of con- 
fidence. 

^ Thus, when a man presses a woman's hand, we 
may affirm one of three things : 

^ He does not love her, if his head remains straight 
or simply bent in facing her. 

**He loves her. tenderly, if he bows his head 
obliquely toward her. 
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" Finally, he loves her sensually — that is to say, 
solely for her physical qualities — ^if, on looking at 
her» he moves his head toward the shoulder which 
is opposite her. 

" Such are, in brief, the attitudes of the head and 
the eyes, which I have qualified as setisual^ color^ 
Jess, afficttonal. 

" Henceforth I possessed completely the law of 
the inclinations of the head, a law which derives 
from its very complexity the fertility of its applica- 
tions." 

It would be wrong to suppose that Delsarte 
reduced the attitudes and expressions of the head 
and eye to three. From this point of departure, 
from this essential number, he arrives at innumerable 
combinations through the fusion of the primordial 
elements. 



II. 

" Some time later, I again saw my worthy cousin, 
the innocent cause of all my joys. He was a medi- 
cal student, and came to propose a visit to the dis- 
secting-room. I did not hesitate to accept; the 
proposal harmonized with my desire. 

" I did not go, as so many go to the morgue, 
merely to see dead bodies. No ; the curiosity that 
impelled me and the avidity with which I pursued 
the object of my study was not to be so easily sat- 
isfied. 
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** Dead bodies only attracted me when they were 
-—if not dissected — at least flayed. Children break 
their doU to see what there is inside ; so I» too» wanted 
to see what there was in a corpse. It seemed to 
me thai under the mutilations which the scalpel had 
inflicted on the body» I should surprise the answer 
to more than one enigma, • • . somewhat of the 
secrets of life. 

** The prospect of this visit had the charm of a 
pleasure party to mc." 



At this point Dcls&artc draws a gloomy picture of 
the details of the diiisccting-room. His brilliant 
pen makes one feci all its horrors ; and if we were 
looking for a lesson in eloquence, I should make it 
my du^ to give tliis sketch in all its sombreness ; 
but I have to give here only that which specially 
pertains to art, and I abstain, as far as possible, from 
using preliminaries and accessories which do not 
relate directly thereto. 

And yet the feelings and the beliefs of the great 
artist are closely identified with his practice and his 
€k>ctrines in regard to arsthetics, and I cannot omit 
the following lines, vividly impressed by the spiritu- 
alistic klea which was the fundamental principle of 
his science and which he regarded as the inspiration 
of all great art 

''What, I say to myself, those shapeless and pu- 
trifyiog masses have lived I They have thought, they 
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have loved ! . . . and» who would believe it from 
the horror and disgust that they inspire, tlicy have 
been loved, cherished, perhaps adored. . . Ah I if 
the soul is not immortal — if so many aspirations, so 
many schemes, so many hopes arc to end here . • • 
what is man? 

*' If the mutilated bodies that lay stretched before 
me filled me with sadness, they at least left a faint 

hope lingering in my soul. 

• ♦♦♦♦• 

" Amidst so many repulsive objects, the faculty 
of observation to which I already owed such fruitful 
remarks was not dormant in me: I had already 
asked myself by what evident sign one could 
recognize a recent corpse. 

** From this point of view I made a rapid explo- 
ration, and I questioned the various corpses left al- 
most intact ; I sought in some portion of the body, 
common to all, a form or a sign found in all. 

" The hand furnished me that sign and responded 
fully to my question. 

**I noticed, in fact, that in all these corpses 
the thumb displayed a similar tendency: that of 
adduction or attraction inward. 

•• This was a flash of light to me. To be yet 
more sure of my discovery, I examined a number 
of arms severed from the trunk ; they showed the 
same intention; I even saw hands severed from the 
forearm, and still the thumb revealed this sign. 
Such persistence in the same fact could not allow of 
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tlie shadow of a doubt : I possessed the sign-lan- 
guage of death. 

** I rejoiced, foreseeing the service which this dis- 
covery would render upon a battle-field, for instance, 
where more than one living man risks buriaL I 
divined, moreover, something of its artistic im- 
portance.** 

After some reflections upon the lack of attention 
displayed by those medical students who had not 
noted this indication in the " symptomatica ^ of . 
death, the observer adds : 

" There remained, in order to complete my discov- 
ery and to deduce useful results from it, to verify the 
symptom on the dying man. It was important for 
me to know in what degree it might bea>me mani- 
fest on the approach of death. 

*' My wishes were gratified as if by magic, for I 
was led from the school of anatomy to that of clin- 
ical medicine : there a house student, a friend of my 
cousin, placed me beside a dying patient, and I ex- 
amined with the utmost attention the hands of the 
unhappy man struggling against the clutches of 
inevitable death. 

" At first I made a strange remark in r^ard to 
myself, namely that the emotion which such a sight 
would have caused me under any other circum- 
stances, was absolutely null at this moment ; close 
•Ucotaoa duUed all feeling in me. I then understood 
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the courage which tamy inqure the soffeon hi tlie 
discharge of his duty ; mndldiewfromthisobservm- 
tion deductions of great artbtic interest** 

Delsarte here prooitses to reveal diose deductioM ; 
but I have not yet met with the easa/, and I doubt 
if he was ever permitted to. cany out the project 
One reflection is roused in me by this visit to die 
dead and dying; tiiat is, that die artist-profesaor* 
without a special course of ftudiest busied himsrif, 
from the beginning of his career, widi friiiloaoplifeal, 
physiological and psychological questions. 

Another remark is in place here : Some may re- 
proach Dclsarte with his imperfect knowledge of 
conventional technology. The natural gifts of his 
powerful intellect did but shine out the more brill- 
iantly in consequence. No one can deny that it b 
more difficult in such a case to create words than to 
learn them ; in everything, is it not creation which 
denotes genius? 

*' Now/' resumes the narrator, '' I proved that the 
thumbs of the dying man contracted at first in an 
almost imperceptible degree ; but as the last struggle 
drew near, and in the supreme efforts made by the 
patient to hold fast to the life which was slipping 
from him, I saw all his fingers convulsively directed 
toward the palm of the hand, thus masking the 
thumbs which had previously approached that centre* 
of convergence. Death speedily followed this crisis 
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and soon restored to the fingers a more normal po- 
sition ; but the contraction of the thumb persistently 
conformed to my previous observations. The pres- 
ence and progress of tliis phenomenon in the dying 
was invariably confirmed by numerous tests which 
I afterward tried. 

" Thus, I had acquired the proof that, not only 
does the adduction of the thumb characterize death, 
but that this phenomenon indicates the approach of 
death in proportion to its intensity. X therefore, 
possessed the fundamental principle of a system of 
semeiotics hitherto unknown to physiologists; but 
this principle, already so full of interest, must be 
made profitable to art" 

Delsarte, once master of these ideas, made tliem 
the base and the goal of his researches. In that 
mental vision — an eagle glance, which pierced the 
past as it embraced all the spheres of aesthetics— he 
recovered the lost impressions; he revised them, 
corrected or confirmed them, by the aid of the 
touchstone he had conquered. As he had become, 
by this assistance, a matchless scholar, so, too, his 
professorship had gained progressively a quite ex- 
ceptional value, of which his exquisite art was the 
most persuasive demonstration. 

Listen to his words : 

** A throng of pictures, which in former times I 
had admired at the museum, passed before my mind's 
eye ; I recalled battle-scenes where the dying and 
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the dead are repieieiiled : descents frcmi the craas 
where Christ is necessarOyrepiesentedaA dead. The 
idea struck me thai 1 would go and verify the actiott 
of the thumb in these various repres ent ation s of. 
death which the painter^s fimcy has given us. 

** I traversed the gallery of the Louvre; but ik»w 
I was armed wtdi a criterion which would invest my 
examination with inoontestible authority. The ig- 
norance of the fact I sought, even among artists of 
renown, was not long in being made apparent: all 
those hands, where they thought they had depicted 
death, aflbrdcd me nothing but the characteristics 
of a more or less peaceful sleep. The correctness 
of my criticism may be verified anywhere. I then 
understood all the power, all the fertili^ given by 
an acquaintance with the laws which regulate the 
nature of man, and in how much even genius itself 

may be rendered sterile by ignorance of those laws.^ 

• 

After certain explanations, which add nothing to 
his discovery in regard to the semeiotics of death, 
Delsarte turns* his attention to another point, or 
rather to the opposite side of his problem : he wishes 
to know whether certain pictures, regarded as master- 
pieces by modem critics as well as by their prede- 
cessors, would give him at least the characteristic 
signs of life. 

As usual, the artist observes, reflects, compares* 
weighs and deduces, and it is in the midst of these 
workings of the mind that he exclaims : 
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** Suddenly, struck with amazement by the daz- 
zling rays of unexpected light, I asked myself whether 
the criterion of death would not reveal to me, by the 
. law of contraries, the thermometer of life. It should 
• . • « friori^ it does I 

** Still it is not here that I may be permitted to 
contemplate the vital phenomena attached to the 
thumb : since death is so badly rendered here, I 
have strong reasons for thinking that life is no better 
treated. The museum had nothing more to teach 
me." 

It was at the Tuilerics that Delsarte next pursued 
his investigations in regard to the characiirisiu signs 
€fliftn He did not stop at fashionable people, all 
jMarly alike from their observance of conventional 
rules ; he mingled with the groups of children, nurses, 
maids and mothers. 

** It is," he says, " in this turbulent and affection- 
ate little world, crying, shouting, howling, gesticu- 
lating, jumping and dancing, all at once, that I shall 
find, if ever, the solution which I seek." 

In the reflections suggested to him by bringing 
together the various classes of socie^, that note of 
singularly which I have more than once remarked 
in the character of Delsarte is peculiarly apparent 
In religion, he belongs to the official devotees ; in 
politics, W€ might think him drawn up under the 
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Standard of the king; he is continually surrounded 
by an elegant aristocracy, who flatter and deify 
him; a sovcreign-^the King of Hanover — treats 
him as a friend. 

Well, under these circumstances, which seem 
calculated to stifle every germ of democracy, or at 
least to paralyze all plebeian impulses, he frequently 
treats the great men of the earth with harshness ; he 
never spares them a severe lesson ; he chides them 
with the daring of Father Bridaine before the court 
of Louis XIV. 

In the present circumstances, in the midst of a 
diatribe which I abridge, he dubs the people of the 
court, tourists, in fact whoever go to make up what 
is now known as all Paris, ** a world of idlers, .false 
from head to foot, living nothing but a fictitious and 
unnatural life." 

On the other hand, we see that he can find for the 
common-place, the petty, the people of no import- 
ance, tender and benevolent words which come from 
his heart; it is like a spring which flows freely, 
sweeping aside all obstacles. This generous sym- 
pathy which gives without expecting aught in 
return, full of impetus and instinct, seems to deter* 
mine the true nature of this artist. 

What does the explorer find in the group toward 
which he was attracted by the hope of a solution? 
He shall tell us in his own words : 
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**I noticed nurses who were distracted and indif- 
ferent to the children under their charge ; in these, 
the thumb was invariably drawn toward the fingers, 
thus offering some resemblance to the contraction 
which it manifests in death. With other nurses, 
more affectionate, the fingers of the hand that held 
the child were visibly parted, displaying a thumb 
bent outward; but this eccentration rose to still 
more startling proportions in those mothers whom 
I saw each carrying her own child ; there the thumb 
was bent violently, as if to embrace and clasp a 
beloved being. 

*' Thus I was not slow to recognize that the con- 
traction of the thumb is inversely proportionate, its 
extension directly proportionate to the affectional ex- 
altation of the life. * No doubt,' I said to myself. ' the 
thumb is the ikerm^meter of life in its extending 
progression as it b of dimih in its contracting 
progression.' 

** Countless examples have confirmed thb remark. 
I could even, on the spot, form an idea of the de- 
gree of affection felt for the children entrusted to 
their care, by the women who passed before my 



^Sometimes I would say: ' There b a servile 
creature whose heart b dead to that poor child 
iriiom she carries like an inert mass ; the position of 
die thumb renders that indifference evident;' again it 
was awoman in whom thesources of life swelled high 
at tfie oootact with the dear treasure which she 
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clasped ; that woman was surely a mother, the ex- 
cessive opening of her thumb left no room for doubt. 
" Thus my diagnostics were invariably confirmed 
by exact information, and. I could see to what extent 
the remarks which I had recorded, were justified ; I 
drew from them most interesting applications for 
my special course of study/' 

Delsarte insists strenuously on the value of the pos- 
session of his discoveries, " whose striking truth,** he 
affirms, " has not been belied by forty years of ex- 
perience." And he says in support of his assertion : 

" Suppose I had asked the same service from 
three men, and that each had answered me with tlic 
single word yes, accompanied by a gesture of the 
hand. If one of them had let his thumb approach 
the fore finger, it is plain to me that he would de- 
ceive me, for his thumb thus placed tells me that he 
is dead to my proposition. 

" If I observe in the second a slight contraction 
of the thumb, I must believe that he, although 
indisposed to oblige me, will still do so from 
submission.^ 

** But if the third oppose his thumb forcibly to 
the other fingers . . • • Oh I I can count on him, 
he will not deceive me! The abduction of his 
thumb tells me more in regard to his loyalty, than 
all the assurances which he might give me. 
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** III brief, 1 was — thanks to my double discovery 
-»ia possession of a law whose deductions ought to 
touch the loftiest questions of science and art" 

III. 

Moved and delighted by hb first discoveries, 
Debarte was not slow to feel that, without ** a rigor* 
ous order of succession," he could never reduce 
them to practice. He, therefore, renewed all the 
impressions already described and succeeded in for- 
mulating this proposition : That *' the memory pos- 
sesses the strange virtue of communicating fixity to 
fugitive things; in other words, permanence to 
instantaneousness, actuality to the past." 

Following the bent of his mind, DcUarte, on this 
occasion, gave himself up to dissertations of the 
philosophic order to a great extent foreign to esthet- 
ics. They were not to my mind sufficiently di- 
gested and elaborated, especially in the critical article 
concerning the human reason ; the criticism is full 
of imagery, humor, wit and spirit, if you will ; but 
he would probably have reconsidered it had not 
death cut short this last Ubor. For we must not lose 
sight of the fact that the studies of the artist-profes- 
sor, although all connected with his earliest concep- 
tions, comprised the whole extent of hb life, and 
Uiat these notes date from the very year in which his 
briUiaat career closed. 

But if I have been forced to omit matter alien to 
art properly so called, I cannot deprive the reader 



^ 
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of detaib whkli ire lodkec^ idrted to it and 
which mmy add cbann or iatcrcit to Ax scientific 
. data. Dclnurte renmea aa foUowa the story of 
hia KtfD^utlva daooffalloiiai 

**lt ia radicr to flie tfwUacaa of mf wcoltoctlwM 
than to the preaent obaetvatfam of facta Aat lowo . 
other remarica. On rctradag ia aaymemofytlM 
walka I had taken h the TuOeriea, I waa atmdc bgr 
an important fact amidit tiM phenomena called 1^: 
the v(»Ge of the nurae or modier, when abe cweaaed 
her child, invariably assumed thcdouble character of 
tenuity and acuteness. It was in a voice equally 
sweet and high-pitched that sh£ uttered such wonb 
as these : * How lovely he is I ' . , , , Smile a little 
bit for mamma I ' Now this caressing intonation, im- 
pressed by nature upon the upper notes of all these 
voices, forms a strange contrast to the direction 
which all singing-teachers agree in formulating ; a 
direction which consists in augmenting the inteoaity 
of the sound in direct ratio to its acuteness. Thus, 
to them the entire law of vocal shades vrauld con- 
sist in augmenting progressively the sound of the 
ascending phrase or scale, and diminishing in the 
same proportion for a descending scale. Now 
nature, by a thousand irrefutable examples, directa 
us to do the contrary, that is, she prescribes a de- 
crease of intensi^ (in music, deerttctHdv) propor- 
tionate to the ascensional force of the sounds. I 
1 
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was, therefore* fully convinced that caressing, tender 
and' gentle sentiments find their normal expression 
in AijpA notes. 



Howeveft struck by the objection that every errort 
to gain ground, must rest upon a fraction of trath, 
he asked himself upon what partial, or apparent 
truth, those masters could have based the error of 
their system of instruction. 

And he thus explained the very real exceptions, 
which may erroneously have led to the formulation 
of a general law. 

He first established the fact that the appellative form 
in every case produoes high-pitched tones of an in- 
tensity proportionate to the distance, which is a 
simple exception to the law ; but he soon found a 
more serious divergence, and what seemed to imply 
a contradiction : he heard a great many nursery maids 
scold their charges, bringing into play the upper 
chords of their voices. 

Delsarte then asked if it were not in his own mind 
that uncertainty and confusion reigned ; but it was 
from these very contradictions themselves that 
truth was to dawn upon him. 

** I win knock unceasingly at the door of facts. 
I will question every phenomenon I ** 

In fad, he pursued his criticism against himself, 
and he finally arrived at the -elaboration which I 
copy to give the key to his dialectic process. 
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*' I dMa pcredvcd Oat oqr Aitt affiniatlons were 
. no better feuaded iIuq tfaoac of dK aaMen, whose 
Ibeoriet I had Mtaeked. The tnitil of Ae matter is 
that BiGciidii^ progreMtoni aoMy arte from opposite 
shades (rf* nwaaii^f, 'Tliereface/aaidltomyscir. 'it 
it equally inadmhaible to cxclndeeidMr affirmation.' 

"The hnr is oeoeaarily complex: let us bring 
togedwr, Aat we nay aetoe Aem aa a whole, boOi 
At coatnuy expre^oas and die drcwastaacca 
lAkh ^odoce dieai, 

"Vn^araod uocuhared people, aa well as ch&dre% 
act In regard to ao ascensional pcogressloa in an in- 
verse sense to well-educated, or, at any rate, aflec- 
tioaate persons, such as mothers, fond nurses, etc. 

" No example has, to my knowledge, contradicted 
this remark. 

" But why this difference? What are its motive 
causes? 

" ' Ha I' I cried, as if struck by lightning, ' I've 
found the law I As with the movements of the head, 
seiisualitjf and teiideruiss, these shades of meaning - 
may be traced back to two distinct Sources : tenti- 
mtut and passitm. It is sentiment which I have 
seen revealed in mothers; it is passion which we 
find in uncultured persons.' " 

(Judging by the whole context, the word fassiaM, 
in this case, seems to signify impulse, excitement, 
vehemence.) 
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*' Sentiment and passion, then, proceed in an 
inverse way. Passion strengthens the voice in pro- 
portion as it rises, and sentiment on the contraryt 
softens it in due ratio to its intensity. It was the 
confusion of these diflcrcnt sources which caused a 
momentary obscurity in my understanding.** 

Delsarte formulates and sums up as follows tibe 
tmw 0/ vocal /rofariipMS : 

** Given a rising form, such as the ascending scale, 
there will be intensitive progression when this form 
should express passion (whether impulse, excite- 
ment or vehemence). 

** There will be, on the other hand, a diminution 
of intensity where this same form is caused by sen- 
timent 

** Moreover, the application of this law is subject 
to quantitative expressions or shades. 

" These quantitative shades or expressions result 
from the greatness or littleness of the being or ob- 
jects to which the sounds relate. Thus we would 
not use the same tones for the words : ' Oh, what a 
pret^ little girl I . . . What a lovely little flower !* 
• • • And : 'Sec that nice fat peasant woman. • • • 
What a comfortable great house I' 

^ Thus, a gamut should be considered as a double 
•cak of proportion, according to the theory indicated 
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DelHUts's ■wti ho d aad twcMatt comjirjiiing clo- 
qnenoe at wall m mule, it If wridirt tiMb dMK 



Deliarte letunw to Ae tupwIoM of the qre 
and Ae movementi of the head, wUA W calk 



" When I found mysdr." be i^pb, " Ae ] 
of this law whose triple rormula ii of a nature to 
defy every objection, I sought to appropriate to 
myself, before the mirror, all its applications. 

" But there arose yet another difficulty. 

" I, indeed, reproduced, and at the proper time, 
the mo\-ements of the head, but they persisted in 
remaining awkward and lifeless. 

"What was the cause of this awkwardness and 
coldness?" 

The artist once more found the answer to bis 
question in his preoccupation itself and in the 
trouble that it caused him. 

" One day," be continues, " almost discouraged 
by the lack of success in- my researches, I sorrow* 
fully said to myself: 'What shall I do, abul , . . 
The more I labor, the less clearly I see ; am I inca- 
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pable of reproducing nature— >b the difficulty that 
holds me back invincible?"* 

To these torments or the investigation, to this 
self-doubt which mediocrity never knows, a revealing 
sign replied : 



'*As I uttered the preceding words, I noticed that, 
under the sway of the grief which dictated them, my 
shoulders were strangely lifted up, and, as then I 
found myself in the attitude which I had previously 
tried to render natural, the unexpected movement of 
my shoulders, married to that attitude, had suddenly 
impressed it with an amazing expression of justice 
and truth. 

V Thus I gained possession of an aesthetic fact of 
the first rank." 

After relating his surprise at his tardiness in find- 
ing the solution of the problem in this movement, 
** whose powerful and expressive character seems 
fundamentally allied to the actions of the head, and 
leads the head itself,** the artist, insatiable for dis- 
covery, seeks an explanation of the &ct which had 
enlightened hinu 

** Thus, I knew henceforth the necessity for move* 
ments of the shoulder, but I was still ignorant of their 
motive cause; and I was reluctant to be longer 
ignoraat I foresaw a concomitance of relations 
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between this movement of the shoulder and the 
expression of the head." 

At the risk of some repetition, and still under the 
reserve and indemnity of the first rough draught, 
I will give almost #>/ extcnso this last elaboration of 
the unwearied explorer of the realm of a:sthetics. 

Every one may notice that Jacotot, Fourier, and 
many others, repeat themselves without hesitation ; 
it is doubtless one of the necessities of a new thing 
which, without this precaution, might slip unnoticed 
over the surface of ill-prepared intellects. 

V. 

The human mind seems to be short-sighted ; it 
repels a priori all light to which it is not accustomed 
gradually, and we are fortunate when it does not 
wreak vengeance for its blindness upon the promoters 
of genius who trouble its quiet. \Vc know how the 
invention of steam was received, and the recollec- 
tion of Galileo's fate still lives in the memory of men. 

The obstinacy of innovators in persistently return- 
ing to the same pathways, in driving the plough a 
hundfed times through the same furrow, finds its 
explanation and its excuse in this fact. It is a 
means of protection which they employ by instinct, 
if not by intention. 

** In this way/* says Delsarte» ** I managed to 
form the bases of my discovery: the mothers whom 
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I had seen bending their heads over the children on 
whom they gazed, thus revealed something unre- 
served and touching, and the shoulder played an im- 
portant part in the attitude. It was indeed from 
the action of the shoulder, even more than from the 
inclination of the head, that this expression of 
tenderness proceeded. 

** The head, in such a case, accordingly re ce ives 
its greatest sum of expression from the shoulder. 
That is a fact to be noted. 

*'For instance, let a head — ^however loving we 
may suppose it to be intrinsically — bend toward the 
object of its contemplation, and let the shoulder 
not be lifted, that head will plainly lack an air of 
vitality and warm sincerity without which it cannot 
penuade us. It will lack that irresistible character of 
intensity which, in itself, supposes love ; in brief, it 
will be lacking in love. 

** *Then,* I say, 'I have found in the shoulder the 
agent* the centre of the manifestations of love.' 

** Yes, if in pressing a friend's hand I raise my 
shoulders, I shall thereby eloquently demonstrate 
all the affection with which he inspires me. 

** If in looking at a woman I clasp my hands and 
at the same time raise my shoulders, there is no 
longer any doubt as to the feeling that attaches me 
to her, and instinctively every one will say : * He 
loves her with true love ; * but if, preserving the 
•ame attitude in the same situation, the same facial 
fxpttsiion, tibe same movement of the bead, I hap- 
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. pen to withhold the adkiBortkaihbiikkr.iMlMt^ 
■11 love will dkappmt from my * 
nothinewill be lefk to that attitMlB bat&ii 
vague and «rid as fahehood. . 

" Once more, then, the iacKBatioaa of &• head . 
wboae law I have pravkm^ ijflmniirf. Mam to 
owe to the ahouhkr alone Ae airBrtiDMta mmmia^ 
Oat Aeyexpren; but the head— m I hnw laid 
in it! douUe locllnation cha^Bleriiei two Umkut 
love (or rather two Murcei of love) iMch ara wit ' 
to be confounded ; uitsitaUfy aftd ttiulermu. 

" What part, then, does the shoulder play in ■«• 
gard to this distinction? It will be curious to deter- 
mine this point. Let us see 1 

" The part played by the shoulder is «MuideraUe 
in tenderness, tliat is not to be doubted; but its r<Ue 
seems to be less in sensually. Thus the shoulder 
generally rises less when the head rctroacts than 
when it advances toward the object of its contem- 
plation. Whyis'this? Is it because sensuality per- 
tains less to love than tenderness? Has it not the 
same title to rank as one of the aspects of love ? In 
a word, why is less demand made upon the shoulder 
in one instance than in the other? 

" If I d6~not mistake, the reason is this : love 
gives more than it lays claim to receive, while sen* 
suali^asks continually and seeks merely the poaies- - 
sion of its object Love -undefstands and loves 
sacrifice; it iavades the whole being; it inspires it 
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* 

to bestow its entire self* and that gift admits of no 



** Sensuality, on the contnuy . is ess%mtially selfish ; 
far from giving itself, it pretends to appropriate and 
absorb in itself the object of its desires. Sensuality 
is, so to speak, but a distorted, narrow and localized 
love : the body is the object of its contemplation, 
and it seems to see nothing beyond. 

** But love docs not stop at the body, that would 
be its tomb ; it crosses the limits of it, to rise to the 
soul in which it is utterly absorbed. Thus love 
transfigures the being by consuming its personality, 
whence it comes that he who loves, no longer lives 
of his own life, but the life of the being whom he 
contemplates. 

' '* Let the vulgar continually confound these two 
things in their manifestations, let lovers themselves 
fail to distinguish accurately between tenderness 
and sensuality, for me this confusion b henceforth 
forbidden, and I can from the first glance boldly 
separate them, thanks to the lessons taught me by 
the inflections of the head. 

** But let us return to the shoulder and pursue the 
action of that organ in its various manifestations. 

** One thing at first amazed me, in view of the 
part which I had felt I must assign to the shoulder. 
Whence comest if the designation of that role be 
in conformity with* truth, — whence comes the 
activity 90 apparent, so vehement indeed, which the 
shoulder displays in a movement of anger or of 
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I kt perfect con- 
1 or- physical pain? 
Lait^, iriieace cook* that luiivcrul a|qE>UettkM 
which I just now peredvcd ckarif ud vAieli, imta 
now, I had confined to wch aamw Uoiili? But if 
the deration of the ihonlder docs not bdo>c exclu- 
kivdy to love, % on the contrary, Oat novenwnt m 
met with again juat m concctfy aModated with the 
moat cootradictoiy imprcMioM, n^Mt can it BBcnn? 

" What remaina for ne to ^edfy, ii tiie true 
meaning of the shouldcra in the exprenion of the 
passions. Their intervention in all forms of emo- 
tion being proved to me, would it not seem that the 
very frequency of that intervention should exclude 
the possibili^ of assigning any particular rMe to 
this agent? 

" Fancy my perplexity, placed face to &ce with 
an organ infinitely expressive, but whose physiog-' 
nomyis mingled promiscuouslywitheveryaentiinent 
and every passion." 

Here Delsarte applauds himself — and with good 
reason — for not yielding to his impatience to 
publish his ^scoveries before they were ripe: 

" Whenever any one urged me to publish," says 
he, "I invariably replied: 'When I am old I' Old 
age has come and finds me still less disposed to 
publicity "than ever." 
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What he could not tell, was that death drew near 
while he penned those lines, and would not permit 
him to put the last touch even to the work on the 
** Episodes in the life of a Revelator.** Does it 
follow that he paused uncertain before these 
problems? No, assuredly not! Hear how he 
reached the solution of that which he has just put 
to us. 

** How, then," he asks himself again. " are we to 
characterize this organ?" — He still refers to the 
shoulder. — ^"What name shall we give to its dorni* 
nant role ? How specify that supreme power outside 
of which all expression ceases to exist? Is it aUow- 
able for me to call it nature ? And if the universal 
application of that agent apparently authorizes that 
appellation up to a certain point, whence comes its 
importance? Whence the empire that it exerts over 
the aspect of its congeners ? Is it admissible for a 
neutral agent to exert so much action upon the 
totality of the forces to which it is allied ? 

" Assuredly not ! The word nr/v/nr/, moreover, ex- 
dudes the idea of action, and even more strongly 
that of predominant action which belongs surpass- 
ingly to the shoulder. 

*' Sec in how simple a way I found the answer to 
ny questions : the problem, hitherto vainly pursued, 
was to solve itself, in a single word : ' Thermometer,* 
I cried, * there is an excellent word, strikingly cor- 
led • • • • b it not the solution of the puzzle? It 
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woamen evciy questioa aad makes eveiy difBculiy 
dinappcarr 

**'11ie slioalder it, in fiict^ predsely tlie thcrmomc* 
ler of paMioa m wtSX n of'aeniiiMli^; it in tlie 
measure of their vehemence; it <lcterminca tlicir 
degree of heat and intensity. ^ However, it «locsi not 
specUy their nature, and it is certainly in an analo* 
gous sense tliat the instrument known b^ the name 
of thermometer marks the degrees of hnt and ookl 
without specifying the nature of the weatlier (a 
K|>ecilicatk>n belonging to anoAer instrument— 4he 
barometer). 

** Let us examine this point : 

** The shoulder, in rising, is not called upon to 
teach us whetlier the source of the heat or violence 
which mark it, arise from love or h^te. Thb speci- 
fication docs not lie within its province ; it belongs 
entirely to the face, which is to the shoulder what 
the barometer is to the . thermometer. And it is 
thus that the shoulder and the face enter inlto har- 
monious relations to complete the passional sense 
which they have to determine mutually and by dis- 
tinct paths. 

" Now, the shoulder is limited, in its proper do- 
main, to proving, first, that the emotion expressed 
by the face is or is nai true. Then, afterward, to 
marking, with mathematical rigor, the degree of 
intensity to which that emotion rises." 

Delsarte sums up his study of the shoulder in the 
following formula: , 
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• 

** The shoulder, in every man who is moved or 
agitated, rises sensibly, his will playing no part 
in the ascension; the developments of this in- 
voluntary act are in absolute relation of proportion 
to the passional intensity whose numeric measure 
they form: the shoulder may, therefore, be fitly 
called the ihcmw99utcr of the UNsibility.*^ 

And, as after every success, the seeker utters his 
Eureka ! — his cry of victory : 

** God be praised," he says, " I now |K>ssess the 
semeiotics of the shoulder, and thereby 1 hold the 
criterion of the passional or sensitive powers I 

'*\Vhat an admirable thing," he continues, '* is 
this, mechanism of the body working in the service 
of the soul I Witli what precision it reveals the 
least movements of its master I What magnificent 
things it lays bare! Voluntarily or involuntarily, 
everything leads to truth under the action of tlie 
translucid light which breaks forth in the working 
of each of our organs I" 

After this cry of triumph, Delsarte finds yet 
another scruple and falls back on his objections. He 
questions whether all that he has said can be applied 
•—in the arts— to people very highly cultured and 
polished by worldly \vays« And he answers as fol- 
lows, after various reasonings and reflections, which 
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I MppfcH, beeaue Aqrbdoac Maeh more to psy- 
cholosjr and moral ^dloao^qrdMB to esthetics : 

"la ilw worid people dbplajr tiMr feelings, even 
the tiloet«vowaUe,whh great fCMTtfe; this prudence, 
which paral)ie> the iroyipriagi of sensitive life. 
Menu as if tt oeedi mut ■eittnlfae tlie r6Ic wiiicli 
1 ■ttffflwite to flic thonlder ; aad yel; hi spite of con- 
traiy ^qMsnuices, I deagr Uut the tliermometric 
action of Ae ihookkr nwlerfses tiba least alteration 
in the aristocratic worid ; I dcnjr explicitly that thb 
agent pnnre* less expressive and, above all, kai 
truthful there than on the street; and that for the 
following reasons: 

" In the first place, we cannot reasonably suppose 
very ardent passions in men who are enervated by 
the perpetual influence of an artificial society. Now, 
here the stationary condition of the thermometer 
is explained : it proves absolutely nothii^^ against 
the truth of the reports ; it remains at xero to mark 
a colorless medium relatively destitute of vitality. 
The shoulder would violate its law if it were to rise 
under such circumstances: it is, therefore, perfectly 
in cliaracter here ; it should be, a prhri, impassive - 
in a negativ».society. 

" But ia ^e shoulder really impassive in that ne* 
dium which we call society? 

" Yes, in the eyes of people who are not of it, and 
who. from that very fact, cannot understand the 
value of certain expressions which are almost imper- 
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Gcptible ; H0t to those who constitute that special 
world of relations called superior. 

** How many things, in fact* the shoulder reveals 
by those slight oscillations unseen by ignorant per- 
•onStand expressing particularly the delicate and 
exquisite charm of spiritual relations I It is the law 
of infinitesimal quantities. 

** Not the law cannot be the same for the exquisite 
joints of a refined nature, the swift and flexible move- 
ments of an elegant organism, and the telegraphic 
evolutions clumsily executed by the torpid limbs, 
ankylosed as it were by labor at once hard and 
constant 

*' This observation logically led mc to an important 
conclusion, namely, that the value or importance 
of a standard is deduced expressly from the nature of 
the being, the medium or the object to which it is a|>- 
plied. Of what value, for instance, could a millimeter 
be when added to the stature of a man? That same 
millimeter, however, added to the proportions of a 
flesh-worm, would make it a colossal worm ; the quan- 
tity of alcohol absorbed %nth impunity by robust 
laborers would be sufficient to ruin the health of less 
strongly constituted persons. Does not a smile affect 
tts in different degrees, according to the lips from 
which it proceeds and the being who perceives it?^ 

Debarte, having quoted a goodly number of in- 
itanciw in support of his argument, affirms still more 
cjqplicitly the proposition that— saving the specific 
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or numerical value of a measure or gauge wliich 
remains unalterable — its various faces, relative or 
■ moral, derive tiicir imporunce from tlie media of 
subjects to which it in applied. 

" I Icrc, I think," says the text. " I touch on A 
universal law, a curious laxv, which I wish to examine 
incidentally. I will then take up the objections 
which may still be opposed to the thermomclric 
system of the shoulder. 

" Tlie foregoing study has, as it seems, established 
an important fact, namely, that among the various 
classes of men which make up society there is no 
common standard of measure. It, therefore, appeal* 
impossible — at first sight — to establish a hannonions 
scale of relations between so many various circles. 

" However, if these circles, whatever their difler- 
enccs may be, were specified and sufficiently known ; H 
I could, for example, judge afruri of the style and 
mode of activity adapted to each class of society; 
in a word, if it were possible for me to characterise 
each of its classes dynamically, should I not succeed 
in ascertaining a proportionate gamut or scale among 
them, and thereby should I not be enabled aeeurely 
to apply the-principles established above? 

'^Letus say, to begin with, that if each social sphere 
aflects a determinate character in the intensity of its 
passional evolutions, it has, in consequence, its 
special gamut ; then, as many spheres as there are, 
so many gamuts must there be. Now, all these 
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gamuts taken together must form a scale of propor- 
tion in virtue of which they may be characterised. 
That is obvious ; but tlic difficulty is to prove the 
first mode or tonality of tliese gamuts. 

" How are we to set to work ? 

" I cut short the preliminaries to set forth, plainly 
and simply, the final result of my observations.** 

Here ends the book which Delsarte was destined 
never to complete ; but the tasks which he carried 
on through his entire life, the scientific truths accu- 
mulated during his long term of teaching, furnish 
an answer to the questions which he asks in the 
imperfect text of the *' Episodes in the Life of a 
Revelator." The justification of his method is found 
in the numerous tables in which he has summed it 
up, in the precepts gathered by his pupils and audi- 
tors, in the lectures taken down in short hand or 
reported for the press ; in a word, in all the material 
which I have used as the basis of my biographical 
work. 

We must not forget that the Episodes were the 
historic summary of the progressive development of 
a vast work, and that the author had only reached 
the first steps of that summary; he went to the 
fountain bead when the stream was flowing freely. 

If I have produced this beginning in its rough 
state#— and who knows if he woukl not blame me for 
•o doing?-— It is because I consider it of very great 
inter e a t t to aeiac, I might almost say to surprise, the 
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movement of the springs of intellectual elaboratioa 
in privileged organir.ations; to sec them, moved by 
a frenzyfor knowledge, struggle against the unknown, 
imd round the reef which divides them from it. when 
they cannot cross it at a bound. 

It cannot be without profit for the studious youth 
and even for older people, to follow these investiga- 
tions of a mind and a heart so ardently enamoured 
of truth in art. Dclsartc, submitting to careful ex- I 
amination his doubts, his perplexities, his discour- 
agements, his renewals of energy, his joy in the 
triumph of a truth acquired, seems to me to elevate ' 
-and aggrandize, alike, his work and h» ptsraoaali^. 

Tlience shines forth that morality of man which, 
in his system, he figures as one of the modalities of 
art as well as of being. If he was mistaken, hu 
«rrors have none the less opened a vast field (or 
observation ; all can harvest or glean there. 

It is much to be regretted that these simple ex- 
planations, these primitive gropings in the dark, were ' 
not given to us complete; they would — independ- 
«ntly of the literary attraction that they add to dc- 
-ductionsnaturall/diy — have aided the understanding 
of certain formulse in the tables drawn out by 
DelsarterJvhose very conciseness may make them 
obscure. 

All judgment would be premature in regard to 
Delsarte before gai^jng a knowledge of all his works.' 
I have striven to give at least their broad outlines in 
'those chapters of my book entitled " The Bases of 
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Science'* and **The Method.'* Tliat there b a mix* 
ture of truth and error in his affirmations, is true of 
all science in its dawn. And if there remain UuuHat 
to be filled up, we must remember that Newton him* 
self is far from having; uttered the final word in regard 
to astronomic discoveries. 

What I tliink I may maintain, without temerity^ 
is that Debarte deserves to be known, and that his 
discoveries in asi/uiics merit serious coostdcrmtioa. 
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have artticaUy eaamkied '* GxmiUMlktof the Voice,** by (Mar GuttaiaMi, aad iad k 



I 
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cat. Every oae interealed ia the cuUi 
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8iaging,**etc, New York.l 
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like the amlpCor who it to imitAtc tfuly the human form, no mtint man. who 
devifet to we hit frame corrrctly. ** by bare its interior to hit ocmtciousmeflt, tep- 
arale the parts, etc.** In short, he must gain an insight into the anatomy of his 
body. Accordingly, rrof. liuitmann b^ns his work with ** Anatomical and 
PliyskMngical IVinaplcs,** which he divides into three chapters,—** The Human 
SkdctOQ,'* *'The Muscles,'* and *' The Mechanism of the IJmba.** ** l*bysical 
Gymnaftics** form the second part. The third, which is to be regarded as the 
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We have arrived now at the last expedient of a singer s good style in Unging : 
MMBely, iAf exiemmi t/rmeatt^r c*/ tkf Ai%/r « W ike /atmi ex^rtssi^m. This sub- 
ieci oaghc to engage a singer's very careful attention and study. This was, 
■i lhf r t o. IM> cssy matter. There was, to mv knowledge, no work in existcnoc 
llm treated this subicct fully and systematically from the singer's standpoint. It 
ift trae thai in a number of books pertaining to the vocal and dramatic art. this 
wbjs c t has been ventilated ; but nowhere has it received the attentMMi it dc» 
tcnres, except at the hands of Oskar l»uttmann. in hb excellent work. ** .KstheCic 
Phyiical Cullttre.** He treats thb subiect in hb own practical and philoaophical 
r, ami I warndy commend hb book to the faithful perusal of every studcat of 
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systems of voice culture, and. moreover, he has sifted the immense amouat oi material with 
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